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( nielli i m Itimpe 1111*1 America have 

iconic increasingly iiwiirc ol the subtleties 
ul appeal of Indian music, but apart from 
Jain Danieluu’s works there are almost no 
icrions modern books on Indian music. 

The first part of the book traces the history 
f Indian music and the continuity of its 
lieory and practice for more than two 
housand years, It is based on many years’ 
esearctv into the vast ancient Sanskrit 
literature of music. These valuable technical 
treaLises, which lie in the form oi scarcely 
catalogued manuscripts throughout the public 
and private libraries of India, had hitherto 
remained unexplored. Part Two transcribes 
and studies in detail 50 typical Raga-s. Each 
is preceded by a Sanskrit poem in translation 
which depicts the atmosphere; then follow 
an analysis of the scale, covering its intervals 
and expression, a study of the theme with 
its characteristic motives and finally a typical 
development. 

The present work is based on the author’s 
two-volume Northern Indian Music published 
in London (but not America) some ten years 
ago, but long out of print and much sough' 
after by students. It was described by i ohn 
Mason in the Manchester Guardian as ol 
immense value to any practical musician 
and “an invaluable addition to the very scanty 
literature of a fascinating and neglected 
subject”. 

This new version contains a number of 
additional Raga-s; the earlier text has been 
extensively revised and many music examples 
redrawn for greater clarity and accuracy. 
Some abridgment has taken place, but only 
of material which appeared originally for the 
benefit of Indian readers unfamiliar with 
Western staff notation, those able to read 
Sanskrit, and specialists in Sanskrit literature. 

The book provides modern composers out¬ 
side India with a source of new inspiration 
and enables practising musicians to play and 
study some of the endlessly variegated modes 
for which Indian music is unique. 

For note on author see back flap 
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FOREWORD 


The rdga-s of which notations appear in this book conform to 
the Benares Musical Tradition. They have been noted as 
played on the North Indian Vina by the late Shivendranath 
Basu of Benares and with his kind help and advice. y 
often differ slightly from those noted by Bhatkhande and 
other modem 8 compilers who belong to other schools 

(gharana-s). 


A. D, 


PART I 


INDIAN MUSICAL THEORY 





































( “Extracting the essence of the Scriptures, I shall explain 
the origin of Intelligible Sound which is the only means of 
achieving the four aims of life—virtue,, success, pleasure and 
liberation.” {Sangita-darpana, 1-29.) ) 

“The Man who understands the inner meaning of the sound 
of the harp, who knows intervals, modal scales and rhythms, 
shall travel without effort on the way to liberation.” ( Yajna- 
valkya Smriti, III, 115.) 



CHAPTER I 

THE HISTORY OF INDIAN MUSIC 

“Animals tamed or wild, and children even t delight in musical 

sounds. Who can depict their beauty?” (Sangita-darpana, 1-31.) 

There are three main layers of civilization in India, an aborigi¬ 
nal culture speaking Munda languages, a Dravidian culture 
speaking Dra vidian languages and probably representing the 
high culture the Aryans met with when they conquered North- 
Western India, and an Aryan culture speaking Sanskritic 
languages. 

The history of music in India has remained linked with these 
different cultural backgrounds which have never achieved a 
real unity. We meet today aboriginal music among the 
Munda-Speaking tribes, a Dravidian music in Southern India 
and a Northern Sanskritic musical tradition. Obviously there 
lias been much exchange of theoretical data and considerable 
mutual as well as external influences. Y et the_iact remains 
today that we find in India very distinct musical systems 
which correspond in the main to the linguistic and ethnic 
divisions of the country. 

The fact that the theory of music came, even in Dravidian 
areas, to be in the hands of a Sanskritic Brahmanical class that 
looked to the Aryan Veda -s as the source of all knowledge led 
to considerable misconceptions as regards the origin and 
theory of non-Aryan music. 

Yi-i Ibis affected more the theory than the practice, and the 
music itself, whether it he art music or folklore, has maintained 
very definite characteristics. 

There is evidence of early musical contacts between India 
and tin' Middle and bar hast. 

I he ancient Kinnari Vina (Vina of the Kin-nara-s) or Kin 
seems to have been known in ( Inna as I he Cli’in. It is a stringed 
mslnunenl said to have been played by the first Emperor, 
I n Ih.i (c (000 11.1:.). I he mythical Kin nara-s, a word which 
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THE HISTORY OF INDIAN MUSIC 


may mean "men of Kin”, may have been originally the Chinese. 
The Ch'in is further mentioned in ancient Chinese chronicles, 
such as the Chi Ki (second century B.c.), in connection with 
events of the sixth or seventh century. According to the Li 
Chi, Confucius (551-578 B.c.) always had his Ch’in at his side 
when at home, and carried it with him when he went for a 
walk or on a journey. 

In Genesis (iv, 21 and xxxi, 27) a stringed instrument of a 
similar kind is called Kinnor. David used to play the Kinnor 
as well as the Nebel (harp or lyre). 

The antiquity of Indian theatrical art and musical theory * 
was well known to the ancient world. According to Strabo 
{Geography x, 11, 17) the Greeks cbnsiderecTthat musi<T n Trom 
the triple poin t of view of TneiodyT”rfryt hm_ an d_ i nst rum eh ts ’' 
came to Them originally from^f brace and Asia. Further, "the 
poets, who make the whole of Asia, including India, the land 
or sacred territory of Dionysos, claim that the origin of music 
is almost entirely Asiatic. Thus, one of them, speaking of the 
lyre, will say: the strings of the cithara of Asia resound.” 

Megasthenes (quoted by Arrian in his Indika, VII, 8, written 
in 150 b.c.) tells us that Dionysos "taught the Indians to 
worship the other Gods and himself by playing cymbals and 
drums; he also taught them the satyr dance which the Greeks 
call kordax”. 

"This is because they are, of all peoples, the greatest lovers 
of music and have practised dancing with great love since the 
days when Bacchus and his companions led their bacchanalia 
in the land of India.” (Arrian: Anabasis of Alexander VI, 

3 < 10.) 

Megasthenes had come to India in 302 b.c. .He reported that 
the Indians counted 153 kings and 6042 years between Dionysos 
and Alexander (who entered the Punjab in 329 b.c.). Similar 
information is also given by Pliny the Elder who, however, 
gives the number of years as 6451. By comparing these Greek 
dates with those of the dynasties given in the various Purdna- s, 
several attempts have been made to identify Dionysos with 
some early figure of Indian history (particularly Manu or 
Krishna). However, from the similarity of the legends and the 
symbols, there can be no doubt that Dionysos is Shiva and that 
the dates refer to his chief incarnation, as described in the 
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Shaiva Purdna- s, which give approximately the same dates. 

Dionysos is the Greek name of a prehistoric divinity whom 
the Indians call Shiva (the auspicious). Shiva, represented as 
a nude and lustful god wandering through the primeval forest, 
is said to have been the first teacher of the oldest system of 
music "and dancing in India. Up to a comparatively recent 
period this system seems to have remained distinct from that 
which traces its origin to the Vedic Aryans. A number of 
treatises on music, some of which are still extant, refer to the 
Shiva school of music which seems to be derived from a pre- 
Aryan civilization. 

A fundamental characteristic of the Shiva school of music is 
the conception that basic modes must, for symbolic reasons, 
be pentatonic, 1 hence the classification of all heptatonic forms 
as variants of fundamental pentatonic modes. 

The Vedic Aryans brought to India another conception of 
music, to which were added later important Iranian and Greek 
(dements. This led to the development of a musical theory 
distinct from the Shivaite. The contrast in the basis of their 
parallel systems is still felt in the music of Northern India. 

A general Sanskritic theory of music, termed Gdndharva 
Veda, was elaborated at a very early date. From such sum¬ 
maries as have survived, it seems that the Gdndharva Veda 
studied every use of musical sound, not only in different 
musical forms and systems but also in physics, medicine and 
magicr* 

I he rise of Buddhism brought about a sharp deviation in 
Ihe ancient approach to the arts and sciences. During this 
lime the Gdndharva Veda, together with several of the other 
sacred sciences, disappeared. Fragments of some of its texts 
may still survive in unpublished manuscripts. A short account 
ol ihe contents of the Gdndharva Veda, said to have been col¬ 
lect ed from such sources, has been published in an encyclo¬ 
pedic work in Hindi, INndntva, by Motilal Gaud (Benares 
1928). 

Musical theory and the theory of language in India were 
considered by the Sanskrit theorists as two parallel branches 
ol one general science ol sound. Both have often been codified 

1 Shiviilte |>liil(iMi|itiy :■!tin In-. i;ir,ii iii i| mi lance in (he number 5 as a 
ny 1111ii>I ol lll'ri, 
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This was 


by the sar;. e sa ^e writers. The names of Vashishtha 
Narada, Rashyapa, Panin i, are mentioned*™ Yajn * valk y^ 
musicologJ°^ 0 § ls ^^ rai Timarians, Nandikeshv*™ ' ear ty 

author of '<■ of a work on the structure3 eoLnt aS the 

its broadef" ader sense as well as of a treatise on m! f JW“ a « e in 
on linguis# uistics ls believed to be anterior to hvl W ° rk 

of Patanja; an J al1 (attributed to the second centurv * ^ ah f hask y a 
it is usualh ua % incorporated, though it is thought f,! mt ° 
posterior t/ or to the grammarian Panini who scenic + ^ probabJ y 
not later tl ter thaa the sixth century B .c! t0 haVG lved 

The Four Schools (Malays) 

In a.d. r 1 ? 1 1 550. the late medieval author p 5m - 
“The scierf cience _ of music has both in theorvTT 3 ^ Wr ° te; 
degeneratef a *5 d mto conflicting views" /<rZ.... n in , P ractlce 
i, 24.) Ti this was not an accurate 
forms of mF music found on the Indian mrH no + r j 
from a comi : ° mmon source and the efforts made bv the ^° J t , CO c me 
the tenth c»' 1 century to explain all the musical f \ . C01IS 3 aPer 
theory whic' vb i cb wa s considered to be unique f !r t . erms °f a 
required a g i a S rea * deal of intricate musical exegesis Th? 
writers trac ;trace ihe origin of the musical W JL be ear her 
describe, toi to one of four different teachers each re wbich tbe y 
different m musical tradition. Hence there a presenting a 

systems or ’? r m ^s known as expounded by Shiva df 
vara), Bhar; ia fi ll a, Hanumanta, and Kallinifha Tr W bomesb - 
undoubtedl^dly had a distinct origin and be Inn 6Se s - ysterns 
to the d i«e-*fferent cultures that S^ Letef onThf ^ 
continent ad and which have retained to our dav disf + dndian 
te„ £ s in sp.te of century.,d 

is ShSrfiMS 

scale of Northern or Hindusthani music H cSn^T 
these scales :Si are formed from one another anv n 3 ° It "*' t iat 
Dravidian U ‘“guages are connected to the IndmEomp^n 

m^^^t^^^^^pendent 

countries mii nui ucal forms are found which belong to the'shio” 


•‘■he history oh , ndian uosic 
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Tibetan family. 

Many of the "low caste^ 

often descendants of independent nco 11 ? 1 ^ 6 l ribes in India . 
of their own, have kept to^ur dav ori£ le$ i W1 * h a dvilization 
bear no relation to those defined^ l® USICal forms tha t 
Sangita-ratndkara. The case is na , the . Sh ^a or the 
Ahir-s (ancient Abhira-s) of Northern^^J a ^ y T Strikin ^ for the 
paiticularly in a few valleys of the Himai ** m f ny re § a) ns, 
archaic forms of music with an unncr f m ayas - ther e remain 
scale, the study of which would he f 0nic , and a descending 

AKhouSTh d ' ng ° f S ° m ‘ ° l the “deM ta“. tereS ‘ ‘ OWards 

lay claim to thj^f \ P r «eM-day Mia 

that they may appear to rpfe t im6S mcred ihle extent so 
different from those they describe 1 ”?? 0 !)! systems completely 
of Southern Indian musfc Sd micaf w& H the mod “ 
mode, yet each one claims the sa m 7,?rie Northcrn Indian 

'X' “ nd S,ylK ^ oni ’ Province toS other N ° rth - 

SSt n di ? lhai South -' 

music has evolved under externTl mfl°“ Wh ' Ie Norther ” 
minor p^nts, this opinion, however d™s“not S>ICept “ 

correspond with the facts Both dwtnn ’ CS not a PP ear to 

Southern Indian mus^^^S 1 ^ 6 ^ andent - 
one of the main reformers v i Systemat ^ reforms, 

seventeenth century. Northern India 6n ! <ata ^akhin in the 
Other hand, though it lent itself eas.h t 1 ^^ 1 muS1C) on the 
<Hd not attempt to X r^L 7 ° temporary fashions, 
instances it seems to £“ S ° F styles ‘ -any 
porary changes It ^(iii - i ainu ‘ the same m spite of tem- 

of the most ancient books ” <,in ' S W ’ th UlC definitions — some 

«** °I North™ 

period seem usually ui,f„ lm ,|,.,| g!,"' S M,','g° Mol ! anl,nedan 

stories were retold as if llu v In,I i. 1 , Ie ’ a ff e 'Old 
Aklwir, so as . . n,," *, •' uf . .. »' «»rt of 

1 '“'® nnd ho,. . I., nIow, ,1 „o I I" TS w “ 

da V. Such transfer of lem-mb . . , 4 ,t ahv e artists of the 

tK " U,s ,s ''equrni everywhere. We 
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should therefore not be surprised to find ancient musical 
forms and musical instruments being given Persian-sounding 
names and starting a new career as the innovations of the 
Moghul court. 

The assumption that the scales and styles now used by the 
“Ustads” of Northern India pertain to, or have been influenced 
by Turkish, Arab or Persian melody-types is unlikely* The 
structure of Arab and Persian music is quite different from 
that of Indian music* It is difficult to see how the one could 
have seriously influenced the other without losing its distinct 
character-—unless one is referring merely to the setting of 
certain types of poetry, or to certain mannerisms or ways of 
sitting or of placing the voice. 

The Turkish system was also known to late medieval Hindu 
scholars who occasionally mention Persian and Turkish music 
(the latter under the name of Turushka). 

Amir Khusrau (a.d. 1253-1319), a Turkish musician and 
scholar at the Persian court of Delhi, wrote that Indian music 
was so difficult and so refined that no foreigner could totally 
master it, even after twenty years of practice* 

The Sanskrit Writers on Music 

The main Sanskrit treatises on music present, at first sight, 
a mass of conflicting definitions* However, a careful study of 
the divergences and similarities between various groups of 
texts shows that these belong to different schools and have 
been mixed without discrimination* The original works, based 
upon a coherent theory, are easy to classify. The rest represent 
more or less adapted compilations of which each clement has 
to be dealt with separately. Unfortunately, only fragments of 
the earlier works are now available* 

The Sanskrit writers on musical theory belong to four main 
periods* The first concerns authors mentioned in the Pur ana- s, 
(the “ancient scriptures”) and in the Epics ( Mahdbhdrata and 
Ramayana); the second, those mentioned in early medieval 
works* The third period concerns the authors who wrote 
between the medieval Hindu revival and the Moslem invasion. 
The last or modern period is that of Sanskrit writers under 
Moslem and European rule. Exact dates can usually be 
ascertained only for the authors of the two last periods. 
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h Among the important landmarks of musical literature must 
l)e regarded the chapters on music of some of the Purdna- s, 
particularly the Vishnu-dharmottara , Markandeya Purdna and 
Vdyu Purdna. The Hindus regard these texts as extremely 
ancient. This seems to be confirmed by the technical terms 
used in reference to music. Puraniq texts are, however, often 
difficult to interpret because of the lack of critical editions and 
of the abundance of copyists' errors in technical passages. 1 

Many of the available works of the early period have been 
re-written over and over again. This is quite natural for they 
were teachers' text-books and not library records. Thus, to 
accept the date of their latest re-editing as the earliest date of 
compilation, as some over-cautious scholars have a tendency 
to do, may give an erroneous picture of musical history. 

The available early works refer either to the Gdndharva 
Veda or to the Shaiva tradition as their authority. In these we 
find theories easier to understand. Taking into account the 
changes that have occurred in the scale, in the tonic, etc., the 
interpretation of the early works should present no difficult 
problem except that of restoring the corrupt portions of the 
text. 

First Period (Puranic-Vedtc-Epic) 

An approximate chronology of the most important writers 
belonging to the early period may be established with the 
help of a few works that have partly survived, although any 
attempt to fix definite dates or periods can only be con- 
jcrlural. References in Vedic, Puranic and Epic literature 
permit us to place most of the legendary authors of the early 
period in the pre-Buddhist age. 

A chronological chart can be drawn showing the relative 
antiquity of authors mentioned or quoted in the works avail¬ 
able in full or in fragments* Although far from being exhaus¬ 
tive, I his chiirl shows the relationship between the most 
impm (init Sanski H writers on music of the early period, which 
mil!.! have extended over many centuries* Most of these early 
Works me archaic in their language, 

I lie main wor ks of Nandikcshvara, the main Shivaite 

1 Aljiiii DunhMim, t estes ties I'ttnhut s stir la Thdorie Mu&icale, Institut 

I * mu din 1CI mli1 ijji). 
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author, on the philosophy of music are now believed to be lost, 
but fragments of them are incorporated in later works. 

A small surviving part of an anonymous manuscript in the 
Bikaner Library, called the Rudra-damarudbhava-sutra-viva- 
rana (published by Madhava Krishna Sarma in the New Indian 
Antiquary , June, 1943) J explains the formation of musical 
sounds on the basis of the Maheshvara Sutra- s, an esoteric 
arrangement of syllabic sounds, which Nandikeshvara also 
accepts as the philosophical basis of the Sanskrit language 
and, in fact, of all language; This text seems to be either a 
fragment of Nandikeshvara's work or a study directly based 
upon it. The first part of the manuscript is a fragment of 
another work, in no way connected with the second part. This 
first part deals with the qualities and defects of singers in 
verses also found in the SangUa-ratndkara of Sharngadeva. 

A part of Nandikeshvara's work on dancing, the Abhinaya- 
darpana, has been published (Calcutta, 1934, with English 
translation by Manomohan Ghosh). An earlier translation by 
Ananda K. Coomaraswamy appeared under the title The 
Mirror of Gesture (Harvard University Press, 1917), 

Further fragments of Nandikeshvara's technical writings on 
dancing and music, the Bharaia-arnava in particular, remain 
unpublished. Manuscripts are to be found in the Tan] ore and 
Madras libraries. 

The Different Narad,as 

There are three separate authors known by the name of 
Narada. One, the author of the Naradiya Shikshd, is probably 
the earliest writer on profane music, some of whose writings 
have survived. He is quoted by all subsequent writers of the 
early period, who in turn are quoted by later Maxada-s, the 
authors of the SangUa-makaranda and the ChatvdrimshacK- 
hata-rdga-nirupanam. 

According to tradition, the Naradiya Shikshd forms part of 
the later Vedic literature. Although some attempts have been 
made to date this work rather late, there is no concrete 
evidence to disprove the tradition. The fact that the Naradiya 
Shikshd mentions the names of only a few of the earliest 

1 Translated by A, Danielou, in the Journal of the Madras Music Academy , 
1951. 
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authorities on music who are also mentioned in the Vashishtha 
and Ydjnavalkya Shikshd- s, seems to confirm it as an early 
work. If we were to consider the Naradiya Shikshd as a late 
work, we should have to account for some other very early 
work of the same description forming the link between Vedic 
chant and profane music as mentioned by Yashtika, Narada 
11, Kohala, Matanga and practically all subsequent authors, 
there seems to be no sufficient reason to doubt the authen- 
I icily of the available Naradiya Shikshd. 

The Panchama Samhita and Narada Samhitd are probably 

I hr work of the second Narada, the author of the SangUa- 
makaranda. 

The ChatvdrimshacKhata-rdga-nirupanam is a much later 
work. 

The Bharata Problem 

The main available work attributed to Bharata, the Ndtya 
Shdstra, is a compilation which has been variously dated 
between the second century b.c. and the fourth century a.d. 

II mentions Kohala and Dattila but not Matanga, and probably 
run I nil is fragments of the work of Nandikeshvara, Kohala 
rk, ( and the earlier Bharata, It may in fact be doubted 
whether a sage named Bharata ever wrote the Ndtya Shdstra . 
I he Bharata Vriddha (Bharata the Elder) mentioned by 
Slniradatanuya, as distinct from the author of the Ndtya 
Shdstra, is probably the author of the Gitalamkdra, a much 
nhlct I realise belonging to the Shaiva school and quoted in the 
I hnrlialanl rathe book of fables, dated about 300 B.c. The 
word “bharata" designates a dance-actor. 1 It was a common 
iiiime in Hie 111le of all the treatises on stage technique. Thus 
wr la mi of Adi Bharata, Nandikeshvara Bharata, Arjuna 
Bharata, Matanga Bharata, Kohala Bharata, etc. Bharata 
Ndtya Shdstra would then simply mean "the text-book of the 
dance arlur", II is, in fact, a pnic l leal compilation of authori¬ 
al ivr works on l he subject periodically brought up to date. 

The Naty a Shdstra , I lie ref ore, cannot be taken as a sure 
basis lo deln mine the chronology. We should not be surprised 
In line I Bharata himself mentioning several later authors as 
IiIm nous They all, however, belong to an earlier period and 

* 1 . . { Ml it *,i hr>hi , link I Uv CM I h won! M lumU to the Sanskrit Bharata. 
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must obviously precede the last revision of the Ndtya Shdstra. 

According to tradition Bharata had four sons—Shandilya, 
Vatsya, Kohala and Dattila. 

"I taught the perfect practice (of music) to my sons, 
Shandilya, Vatsya, Kohala and Dattila/’ [Ndtya Shdstra, 
1-26,) 

"The family of Bharata-s will be made famous in the future 
by the Bharata-s—Kohala, and, after him, Vatsya, Shandilya, 
Dattila." ( Ndtya Shdstra, 36, 70-71.) 

These obviously later additions only mean that these four 
authors are considered the direct heirs to the tradition of the 
earlier Bharata. Their work, therefore, has great authority. 

Matanga 

It appears at first difficult to ascribe Matanga, the author 
of the Brihaddeski, to a definite period. The text mentions a 
number of early authors, including Yashtika and Bharata. It 
has also an extensive commentary which mentions further 
writers, including Nandikeshvara, Kohala and Dattila. Some 
medieval and later authors have considered this commentary 
as the work of Matanga himself. But this is unlikely since it 
mentions Kohala, who, in a passage reproduced by Kallinatha, 
quotes Matanga. The name and the story of the sage Matanga 
are mentioned in the Rdmdyana and the Mahabhdrata and in 
several Purdna-s. This places him definitely in the early 
period. 

The Three Chatura-s 

A quotation by Tumburu is found in Kallinatha’s com¬ 
mentary on the Sangita-ratndkara (1, 3, 10-16). In the com¬ 
mentary on the 27th verse of Matanga’s Brihaddeski, however, 
the same quotation is attributed to Chatura. Chatura is a 
name given to Kallinatha himself and the Brihaddeski com¬ 
mentary might be considered late enough to quote him. 
Simhabhupala—more than a century before Kallinatha— 
repeatedly quotes from the Brihaddeski commentary which he 
seems to consider the work of Matanga himself. It would 
therefore appear that the title of Chatura (clever) was also 
given to the early writer Tumburu, the same name having 
been used later for Kallinatha and also for Damodara Mishra, 
the author of the Sangita-darpana. 
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Matrigupta and Rudrata 

The Matrigupta mentioned by Narada (in the Chatvarim- 
shach' hata-raga-nirupanam, and as Matragupta, in the Sangtta 
makaranda) has sometimes been identified with the celebrated 
poet Matrigupta of the seventh century. This is not absolutely 
impossible, although it is unlikely. 

Similarly, the Rudrata mentioned by the author of the 
commentary on the Brihaddeski and also by Abhinava Gupta 
(tenth century) has been said to be either the ninth-century 
author of the Kdvydlankara, or Rudra Bhatta, the author of 
(he Shringaratilaka. 

Such attributions should not be attempted without concrete 
evidence. Sanskrit literature on music extends over so vast a 
period that similarities of name are bound to occur. The 
difficulty is to distinguish between numerous authors of the 
.same name. We know of at least ten Bhatta-s, authors of 
different works, six Soma-s or Someshvara-s, five Narayana-s, 
four Dtmodara-s, etc. Among the existent works we have two 
Sangita-ratnakara-B, three Sangiia-ndrdyana- s, four Bharata 
Shdstra-s, four Raga-mala-s, and so on. Hasty identifications 
.ire sure to lead to mistakes such as have already been made 
in I lie case of the different Damodara-s. 

If the commentary on the Brihaddeski is really the work of 
Malang; 1, the boundary of the Epic-Puranic period in the list 
given below must be placed before Gandharva Raja. The 
1 rial ivo chronology is not otherwise altered. 

An attempt at relative chronology based on the mention of 
cm tier authors in existing texts begins on the next page. 
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THE FIRST PERIOD 

The first period extends from prehistoric ages to the Purana- 
Mahabharata period. 1 

I 

The teachers of the Sama Veda 

SAMA VEDA 
Gandharva Veda 

The main teachers are in probable succession: 

BRAHMA, Prajdpati, 

Kashyapa-i-, 2 Brihaspati, Vishvakarman, Angirasa+, Gaut- 
ama+, Bharadvaja, Soma Sharman, Vashishtha+, Yajnaval- 
kya+, Tumburun-, Vishvavasu, 

NARADA I+, ( Shikshd ) 

Agastya, Ayu, Aruvan, Ushana, Ekadhanvi, Kanva, Kusha, 
Kritavrana, Kratuh, Galava, Chyavana, Durvasa, Dhruva, 
Dhaumya, Nishthyuti, Parvata, Pulastya, Pulaha, Pratimar- 
dani, Bhavana, Manu, Medhatithi, R am aj am ad agn i, Raibhya, 
Vatsa, Vamanajamadagni, Valmiki, Vishvamitra, Shanku- 
laksha, Shatananda, Sanvartta, Sthulashira, Sthulaksha, 
Susharma, Bhargava. 

Then come: Yashtika-t-, Anja.neya+, Ashvattara, Karnbala, 
Markandeya+ (Purana?), Vayu+ (Purana?). 

BHARATA+ 

All the above names are mentioned in the Natya Shdstrcu-, 
Later come Tandu and 

MATANGA+ 

# $ * * 

II 

Parallel to the Gandharva Veda runs the Shiva tradition of 
which the main teachers are: 

1 By the Purana-Mahabharata period we mean the general historical 
period envisaged in these books and not the particular date of their 
final recension. 

2 Authors by whom some writings on music are available and still 
existing works are marked with +. 
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SHIVA 

Sliankara, Shambhu, Parameshthi, Vighnesha, Shashanka, 
Shashimauli, Indra. 

Then: Chandi, Shanmukha, Bhringi, Kuvera, Vikrama, 
{ laurl, Parvati, Mahadeva, Vallabha, Shardula I, Sada Shiva+, 
SViil i, Ravana, 


NANDIKESHVARA+ 

These names are mainly mentioned by Nandikeshvara and 
in the Brihaddeshl’ s+ commentary. 

* * * * 

1 o the third tradition, that of Hanumana, appear to belong: 
Atii, Kapila, Bhrigu, 

HANUMANA 

Angada, Kinnaresha, Kushika, Guna, Sarasvatl, Bali, 
Yaksha, Daksha, Vyala, Samudra, Shashi, Bhaskara, Shauri, 
(lopipati, Shrinatha, Shrivatsa, Hari I, Hari II, Harishchandra. 

Later come: Chitraratha, Gandharva Raja I, Arjuna, Ram¬ 
i'lift, Kshetrapala, Ugrasena. 

I'hesc names are mainly mentioned in the Sangita Makar- 
undtn , the commentary on the Brihaddeshi+ and the work of 
(.andharva Raja 11 +. 

* * $ jjv 

All flit! names so far mentioned are anterior to the Parana- s 
uiid the Epics { Mahdbhdrata t Ramdyana). 

* * * * 

I lien come a series of authors who seem to have lived 
I ii J ween the Epic-Puranic age and the first century of the 
* In istinn era, such as: 

Kii lidliftra Acharya, Matragupta, Kshemaraja, Lohita 
Mhiillakii, Sumantu, Kshetrapala, Ugrasena, Bhatta Tandu, 
Sliliiilfila II, 

KOHALA+ 

Devcnchii, Durga Sluiktii , Ganeshvara, Parvatlpati, Sharva, 
ViilHytr, Vfisuki, Sll&ndilya, VishSkhikn, 

DATTILA+, 

NAKAI)A Hi, {Sangita Makaranda)+, 

Hlldiiilii, ('hilluiiu 

Brihaddeshi's commentary \ 

MftKlieslia, Girisulfl, Gftmllinrvft l\’ftj;i 11 1 , 
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NARAD A III (Chatvdrimshack* hata Rdganirupanam)+ 

Several names mentioned in later works may be variants of 
the names of earlier authors, chosen for the sake of the metre, 
as all the treatises are in verse form. Parvatl-pati (the husband 
of Parvatl) and Sharva (the refuge), for example, are names of 
Shiva; they may stand for Shiva, the first expounder of 
music, or for some of his later followers; Maghesha (Lord of 
riches) may be Indra, Kamalasyaka may be Brahma. Yet it 
would be incautious to make such assertions without evidence 
since these are names that occur frequently. 

The Kshemaraja mentioned by Kohala cannot be the cele¬ 
brated disciple of Abhinava Gupta, since Kohala’s latest 
possible time is the fourth century a.d,, six centuries before 
Abhinava Gupta. 

The Second [Buddhist) Period 

This period extends from the Epic-Puranic period to the 
early medieval Hindu revival. We may generally term it 
Buddhist because, according to Hindu tradition, Buddhism 
rose and declined in India within the limits of this millenium. 

A few importants works that probably belong to the begin¬ 
ning of this period are extant (see previous chart). These 
include extensive fragments of Kohala. 

The lower limit of the early first period works is set by the 
fact that Kohala and Dattila are mentioned in the Ndtya 
Shdstra of which the last re-editing, as we have already seen, 
is variously dated between the second century b.c. and the 
fourth century a.d,, the first of these dates being the more 
likely. 

Very few of the numerous musical works of this second 
period have so far been found, neither have they been edited 
nor studied. In most cases we have to content ourselves with 
authors 7 names without attempting to establish their chrono¬ 
logical relationship. The authors who can safely be attributed 
to this period are those not mentioned by any writer of the 
pre-Puranic-Epic period but mentioned as ancient authorities 
by authors of the tenth, eleventh and twelfth centuries 
(chiefly Abhinava Gupta, Sharadatanaya, Nanya Bhupala, 
Parshvadeva and Sharngadeva). 

This gives us a list of names, some of which may, however, 
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•"‘long to the first period or to the earlier part of the third 
period. 

The main writers of this second (Buddhist) period are: 

Aslika, Apisali (author of a Shikshd), Uttara, Uvata, 
I huapati, Katyayana, Kamadeva, Kumbhodbhava, Ghantaka, 
( lili.itraka, Datta, Devaraja (who may be Devendra), Drau- 
limi, Dhenuka, Priyatithi, Bindu Raja, Brihat Kashyapa, 
Ithulta, Bhatta Yantra, Bhatta Sumanas, Bhatta Vriddhi, 
hhalta Gopala, Bhatta Shubhakara (commentator on 
Naradiya Shikshd), Rabula, Vena, Vyasa, Vachaspati, Shri 
I liirstia (different from the patron of the seventh-century poet 
f'.ma), Sakali garbha, Surya (may be Bhaskara), Sureshvara, 
So mesh vara I (different from the two later Someshvara-s, 
.ml hors respectively of Mdnasolldsa and Sangita Ratndvali). 

'I he Third [Medieval] Period 

I lie main authors of this period can be divided into two 
giotips: 

I. Udbhata (late eighth century): comm, on Ndtya Shdstra. 

I .o]la la (between Udbhata and Abhinava Gupta, c. 825): 
comm, on Ndtya Shdstra. 

SIinnkuka (id., c. 850): comm, on Ndtya Shdstra. 

Ulpala Deva (early tenth century; the teacher of Abhi- 

nava’s teacher). 

Nrisimha Gupta (Abhinava’s teacher and father). 

Abliinava Gupta (end of tenth century): Abhinava-bhdrati, 
comm, on Ndtya Shdstra. 

Hlioja (King) (1010-1055). 

Siinhnna (eleventh century or early thirteenth, before 
Hainmira). 

Abhaya Deva (a Jain) (1063- ?). 

Mannnata (1050-1150): SangUa-ratna-mala. 

Kinlrascna (before Devendra). 

Someshvara II (1131): Mdnasolldsa or Abhildshartha- 
ehintamani. 

I.iM'liana Kavi (iifio): A’ dga-tarungini. 

I'arainaidi (1165 1203 ?). 

Devcmlra (afler Hlioja): SangUa mukidvali. 

..-si 1 vara III (117/1 1 177): San/’Ila ratndvali. 
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Sharadatanaya (c. 1200): Bhava-prakdsha. 

Nanya Bhupala or Nanya Deva {eleventh or twelfth 
century, between Abhinava Gupta and Sharngadeva): 
Sarasvati-hridaydlamkara or Bharata-bhashya. 

Jaitra Simha (c. 1213 ? before Hammira): Bharata-bhashya. 

Sharngadeva (1210-1247): Sangita-ratnakara. 

There has been some speculation about the dates of Lochana 
Kavi. The Rdga-tarangini bears the date 1082 of the Shalta era. 
This would be a.d. 1160. Lochana Kavi, however, mentions the 
names of Jayadeva and Vidyapati. The dates of Jayadeva are 
about a.d. 1116 but the known Maithili poet Vidyapati is 
thought to have lived around the fourteenth century, Either 
Lochana lived after the fourteenth century, or this name 
refers to some other Vidyapati. It appears that there is a local 
Shaka era in Eastern India according to which 1082 would be 
a.d. 1700 This would ascribe Lochana to a much later date. 
Against this supposition there is the fact that Lochana is 
quoted by Hridaya Narayana (c. 1667) who in turn is quoted 
by Bhava Bhatta (c. 1700). 

The work of Lochana has therefore been dated either a.d. 
1160, or fourteenth century (after Vidyapati), or a.d. 1700. 

Since the last date seems impossible, it is likely that the 
earlier of the remaining dates is the correct one and that, as 
some Bengali scholars assume, there was an earlier Vidyapati. 

II. Jayasimha (before Hammira). 

Ganapati (c. 1253 ? before Hammira). 

Jayasena (c. 1253): Nritta-ratndvali. 

Hammira (1283 or 1364): Sangita-shringdra-harm. 

Gopala Nayaka (1295-1315). 

Pratap (King ?): Sangita-chuddmani. 

Palkuriki Somanatha (thirteenth-fourteenth century): 
Panditaradhyacharita, Bdsava Parana. 

Vasanta Raja (King Kumaragiri, before fourteenth 
century): Vasanta-rdjiya Natya Shdstra. 

Digambara Suri (before Parshvadeva). 

Parshvadeva (before Simha Bhupala, after Bhoja and 
Paramardi): Sangita-samaya-sdra. 

Sharngadhara (1300-1350): Shdrngadhara-paddhati. 

Haripala (1309-1312): Sangita-sudhdkara. 

Shri Vidya Chakravartin (early fourteenth): Bharata- 
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sangraha. 

Sudhakalasa (1323-1349): Sangita-upanishad. 

Simhabhupala (c. 1330): Sudhdkara, a comm, on Sangita- 
ratnakara. 

Vishveshvara (c. 1330). 

Vidyaranya (1320-1380): Sangita-sdra. 

Verna Bhupala (late fourteenth-early fifteenth century): 
Sangita-chintamani. 

Gopendra Tippa Bhupala (1423-1446): Tdla-dipikd. 

Kumbliakarna (1433-1468): Sangita-raja, Sangita- 
krama-dipika. 

Kallinatha (middle fifteenth century): Kalanidhi, a comm, 
on the Sangita-ratnakara. 

Kamala Lochana (c. fifteenth century ?): Sangila-chintd- 
mani, Sangitamrita. 

Keshava (between 1240 and 1664): comm, on the Sangita- 
ratnakara. 

Ram an an da Narayana Shiva Yogin (after thirteenth 
century): Natya-sarvasva-dipikd. 

I lie most extensive work of the medieval period is the 
SangUa-raindkara of Sharngadeva (a.d. 1210-1247). It has 
hrvcral valuable commentaries, two of which—by Simha- 
hlifip;i1a (c. 1330) and by Kallinatha (fifteenth century)—have 
I»i'ii published. The Rdga-tarangini of Lochana may also 
belong to this period. 

In I lie first chapter of his Sangita-ratnakara, Sharngadeva 
gives the following list of his chief predecessors: 

“Saditshiva, Shiva, Brahma, Bharata, Kashyapa Muni, 
M.ilangn, Yasldika, Durga-shakti, Shardula, Kohala, Visha 
kliiln, Hanlila (Dattila), Kambala, Ashvatara, Vayu, Vish- 
vftvusu, Ramiiha, Arjtma, Narada, Tumburu, Anjaneya, 
Mltlrigupla, Kavana, Nandikeshvara, Svati, Guna, Binduraja, 
Kslielra raja, Bafiala, Rudrata, Nanya Bhupala, and king 
Blmja. I’mamar-di and Somesha the world emperor; then the 
< omineidators of Bharata: l.ollala, Udbhata, Shankuka, 
IUm I la. Abhinava (iupta, I lie lanions Kirtidhara and many 
tin 11 e 111 Hie past w<‘ie experts in music," 

The I'ninth {Modern) Rrriod 

W illi llieadvetil ot loiei|;n invasions musical theory quickly 
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decays, although musical practice maintains its standards. A 
few authors, however, attempt to re-establish the old theory 
and to re-shape it, so that it may agree with new ideas. 
Musicians had found many points of the reconstructed 
medieval theory irrelevant when confronted with the practice 
of their day* A series of attempts was therefore made to 
reconcile the theory with the facts. The chief works of this 
kind are the Svaramela-kaldnidhi of Ramamatya (1549} f the 
Rdga-vibodha of Somanatha (1610), the SangUa-darpana of 
Damodara Mishra (1625) and especially the Chaturdandi- 
prakdshikd of Venkata Makhin (1620), the systematizer of 
South Indian music* Yet these efforts merely added to the 
confusion, for, in their attempt to explain apparent contra¬ 
dictions, the later authors often forced far-fetched interpre¬ 
tations upon ancient technical terms and theories. 

A series of more recent works span the period between 
ancient and modern music* In Northern India the Sangita- 
pdrijata of Ahobala (c* 1690) and the SangUa-ddmodara of 
Shukambara (seventeenth century) are considered the most 
important* 

The Chief Writers of the Fourth (Modern) Period 

Harinayaka (c. 1500): SangUa-sdra * 

Meshakarna (before 1509): Rdga-nidld. 

Madanapala Deva (c. 1528): Ananda-sanjivana . 

Lakshml Narayana (first quarter of the sixteenth century): 
S angita-s dry odaya * 

Lakshmidhara (sixteenth century): Bharata Skdstra- 
grantha. 

Ramamatya (1550): Svaramela-kaldnidhi * 

Pundarika Vitthala (late sixteenth century): Shadrdga - 
ckandrodaya, Rdga-mdld , Rdga-manjari, Nartana-nirnaya. 

Tanappacharya (Tan-sen ?) (guru of Venkata Makhin* 
c. 1600). 

Madhava Bhatta (before 1610): Sanglta-chandrikd . 

Somanatha (1610): Rdga-vibodha * 

Govinda Dikshita (1614): SangUa-sudhd. 

Govinda (?): Sangraha-childdmani. 

Venkata Makhin (c. 1620): Chaturdandl-prakdsh/ika. 

Damodara Mishra (1625): SangUa-darpana, 
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Hridaya Narayana Deva (c* 1667): Hridaya-kautuka , 

Hridaya-frakdsha . 

Basava Raja (1698-1715): Shiva4attva-ratndkara * 

Ahobala (before Shri Nivasa and Bhava Bhatta; first half 
of seventeenth century or earlier): SangUa-pdrijdla 
(translated into Persian in 1724). 

Shri Nivasa (late seventeenth century): Rdga-tativa-vihodha. 

Abhilasa (seventeenth century): SangUa-chandra * 

Jagaddhara (fourteenth to seventeenth century): Sangiia- 
sdrasva. 

Kamalakara (later than 1600): SangUa-kamaldkara * 

Kikaraja (seventeenth century): Sangita-sdroddhdra. 

J a 6 a jjy°fi rma ha (seventeenth century): SangUa-sdra-sang- 
raha , Sanglta-bkdskara. 

Raghunatha Bhupa (seventeenth century): SangUa-sudhd . 

Nanga Raja(?): Sangtia-gangd-dharana * 

Veda or Mudaveda (during the reign of Shahaji 1684-1712): 
Sangita-makaranda } Sangita-pushpdnjaU * 

Vangamani (seventeenth century): Sangiia-bhdskara . 

Shukambhara (before eighteenth century): SangUa-ddmo - 
data. 

Soman arya (after i6og): Ndtya-chuddmani. 

Bhava Bhatta (alias Anushtupa Chakravarti, after Ahobala 
c. 1700): A nupa-sangtta-ankusha, A nufia-sanglta-ratnd- 
kara, A nupa-sangita-vilasa. 

Tulajadhipa (ruled 1729-1735): Sangita-sdrdmrita. 

Narayana (King) (late eighteenth century): Sangita- 
narayana . 

Kavi-ratna Narayana (eighteenth century): Sangtta-sarcini. 

Govinda (eighteenth century): Sangita Shdstra-sankshepa. 

Gopinatha Kavi Bhushana (late eighteenth century): 
Kavichintdmani. 

Pratap Singh (1779-1804): Sangita-sdgara. 

Balarama Vanna (ruled 1798—1810): Bala-rdma-Bharata. 

Shrikantha (late eighteenth century): A 1 asa-haumud 1 

The Authors of the Nineteenth mid Twentieth < 'enhm.es are: 

Rama vanna Maharaja: Smigttn hr it ayah. 

Appa Tulsi: Abhinava-ldltt mmjar'i, lulgochaudrikd, Raga- 
kalfa-drumdukuya, Smigitu siidhdknrii . 
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.Krishnananda Vyasa: Raga-kalpa-d rum a (1843). 

Appalacharya: SangUa-sangraha-ch-i-ntdmani. 

Sourindra Mohan Sharma (Raja. Tagore): Sati0ta-sdra- 
sangraha (1875). 

Vishnu Sharma (Pandit J3hatkhara.de). Abhinava-Pt^g a _ man _ 
jart (1921), Shrimallakshya-sangTfcam (1921). 

The Main Authors in North Indit atf* Languages other than 
Sanskrit are: 

Raja Mana-simha Tomar (i486—15 1 8); ^A^ na 'kautuhala 
(Hindi). 

Tan-sen (c. 1549): Rdga-mdla (Hindi). 

Shrl Rama Malla: Rdga-vichara (Hindi). 

Harivallabha: SangUa-darpana (Hindi) (mss. dated 1673). 

Ganga Ram: Setu (comm, on Sangjzta-ratnakara) (-Hindi), 

Deo Kavi: Rdga-ratndkara (1673) (Hindi). 

Saiyid “Abd-al Wali” Uzlat: Ratga-mdld (1759) (Hindus- 
thani). 

Kavi Krishna: Raga-kutuhala (17S 1) (Hindi). 

Maharaja Sawai Pratap Simha Deva of Jaipur 9-1804): 
Sangita-sdra (Hindi). 

Muhammad Rezza: N dgmat-e-Asa-phi (1813) (Persia) 

Radha Mohan Sen: Sangita-tavanga- (1818) (Bengali) 

Diwan Lacchiram: Buddhi prakasha-darpana (1823) (Hindi). 

Krishnananda Vyasa Deva: Raga Pi alp a druma (1 842-1849) 
(Hindi and Bengali). 

Chhatra Nripati: Pdda-fatndvali (1:854) (Hindi). 

Chunni Lalji Gossain: Nada Vino del (1896) (Hindi). 

Bhanu Kavi (Jagannath Prasad): Ji dvya-prabhdk <t . ra (1909) 
(Hindi). 


CHA PTER II 


BASES OF MELODIC STS RUCTURES 


The Nature of Sounded > 

" Intku.uhble sound (Nada) is the treaJ' 2 * 5111 ^ °f happiness for 
the happy, the distraction of those wlio su ^ er > ^h e winner of 
I In- hearts of hearers, the first messenger»e ir °f ^he God of Love. 
Easy of access, it is the nimble beloved o l of passionate women. 
May it for ever be honoured. It is tire fifth appioach to the 
Eternal Wisdom, the Veda.” {SangUa Bf$$hdshya.) 

In Indian musical theory it is said thai^^t there are two kinds 
of sound) one a vibration of ether, the otB°t:her a vibration of air. 
The vibration of ether, which cannot it he perceived in the 
physical sense, is considered the principled*- 6 °f a h manifestation, 
the basis of all substance. It corresponds tf! 55 to what neo-Pythag¬ 
oreans called "music of the spheres”. ft forms permanent 
numerical patterns which are the basis of 1° f the world s existence. 
This kind of vibration is not caused by a i 31 physical shock as are 
audible sounds. It is therefore called • I anahata, unstruck . 
The other kind of sound is an impermanent-© 11 1 vibration of air, an 
image of the ether vibration. It is audfrudible and always pro¬ 
duced by a shock. It is therefore called tJ ahata or struck . 

Thus the Sanglta.-makayanda (I, 4-6) s;« says. 

“Sound is considered to be of two » kinds, unstruck and 
struck; of these two, the unstruck will bodL 06 tirst described. 

"Sound produced from ether is know«o ,vVn as unstruck. In 
I Ins imslmck sound the Gods delight. ' *^ ie Great 

Spirits, projecting their minds by an efflE"^[ orl °{ f' 16 miml into 
.this unstruck sound, depart, attaining LiJI-ihciation. 4 

“Struck sound is said to give pleasu)s^t* ire > unstiuck sound 
lends to Liberation.” (Ndrada Parana.) • 

Bui “Ihis (unstruck sound) having no ljl 1 1 1 clalion with human 
enjoyment does not interest on I i miry n men. (Shiva-tatlva 
raiitM'tim, 6, 7, 1.:.) 
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Not all audible vibrations are intelligible sounds. The 
sounds used in music are those whose mutual relationships 
form an image of the basic laws of the universe as represented 
by the unstruck sounds. Thus musical sounds have it in their 
power to reproduce the first creation of the Primordial Intel¬ 
lect. This creation is at the same time a rhythm and a. thought. 
The main characteristic of musical sounds is that they convey 
ideas, emotions, and at the same time form simple harmonious 
relations. This is why, according to a symbolic etymology, 
musical sound is called "Nada”, ‘'intelligible sound”, and is 
said to result from the union of physical breath with the fire of 
intellect. 

"The syllable 'Na' means breath, the syllable 'Da' the fire 
(of intellect). Born of the union of breath and fire, intelligible 
sound is called Nada. (Sangita-inctharanda, 4, ill, reproduced 
in Sangita-ratnakara, 1, 3, 6, and Sangita-darpana, 1, 39.) 

Three main elements are considered in musical sound— 
intensity, interval and timbre. 

Intensity is the relative strength of the sound, whether soft 
or powerful. 

The interval is defined by the relative pitch (shruti). 

Timbre arises from the various possibilities of resonance 
which differentiate the sound of instruments and voices. 

Musical sounds are classified into live main categories; 

“Struck sounds are known to be of five kinds- produced by 
the nail (strings), by wind (flutes), from leather (drums), from 
metal (percussion instruments) or from the body (the voice).” 

(■ Sangita-makaranda 1, 7.) 

The Tonic or Drone 

All music is based upon relations between sounds. These 
relations can be worked out in different ways, and thus give 
rise to varying musical systems, each of which has possibilities 
of expression peculiar to itself. 

The modal group of musical systems, to which practically 
all Indian music belongs, is based on the establishment of 
relations between a permanent sound fixed and invariable, the 
“tonic” or Sa, and successive sounds, the notes. 

Modal music is not merely melody wit hout accompaniment, 
neither has a song or melody, in itself, anything to do with 
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\ V. 


built on the 
tonic. The 


mode. v' " ^ i \ 

Indian music, like all truly modal 'ifiusie, is 
independent relationship of each nbteqto the 
relationship to the tonic determines the^ meaning of any given 
sound. The tonic must therefore be constantly heard. It can 
either be sounded as a drone or repeated at frequent intervals, 
as is done on stringed instruments. It should be remembered 
l hat the drone is not merely intended to keep the singers on 
pitch, so that they can always attack at the correct pitch, but 
il is the key to all modal expression. As long as the hearer has 
not entirely identified himself with the tonic, but still per¬ 
il •ives drone and melody as separate entities, it will remain 
impossible for him to follow or understand the meaning of 
modal music. 

At different periods it appears that different notes were 
taken as the starting-point of the scale. But Shadja (Sa, C), 
tin; tonic of all modern music, seems to have been considered 
as such since medieval times. 


"Shadja (Sa, C) is the first of all the notes and so it is the 
main or chief note.” (Simhabhupala commentary on the San- 
gita-ratnakara, 1, 4, 6-8.) 

"Dattila explains that the Shadja (the tonic) may be 
established at will at any pitch (on any shruti) and that, by 
relation with it, the other notes should be established at the 
proper intervals.” (Simhabhupala commentary on the 
Sangita-ratnakara, 1, 4, 15-16.) 

However, a common tonic is necessary so that the rdga-s 
may be easily compared. In the notations of rdga-s which 
form the second part of this book, the tonic is noted in every 
case as C, since C is usually considered the first note of the 
Western scale, just as Sa (in present-day music always the 
Ionic) is I lie first note of the Indian scale. 

Willi ( as till’ tonic, the white keys of any keyboard instru- 
meiii, such as the piano or organ, give approximately the 
major mode or unaltered (slmddha) scale, the scale of Bildval 
iu modern Indian music. The different modes can be visualized 
.vs modifications of I his basic (slmddha) scale. 

1 lie fact dial Hie tonic used by most singers is lower 
often H Hat is not important. Once Itic real nature of each 
mode Ice. been property understood (and practice shows that 
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this is easier if the tonic is always noted as C) the modes can be 
transposed so as to commence on any note that may be suit¬ 
able for different voices or instruments. 


The Three Main Octaves (Saptaka-s) 


Music develops mainly within three octaves. In singing, 
these correspond to the resonances of chest, throat and head. 
These three octaves are called "low” (mandra), "medium” 
(madhya) and “high” (tara). 

"In practice there are three [octaves in singing], the lower 
one [resounding] in the chest, the middle one in the throat 
and the higher one in the head. Each being the double of the 
other.” ( Sangtla-makaranda , 4, 19, and SangUa-ratnakara, 


x f 3, 7.) 

"[They are] in order: ‘low octave' in the heart, 'middle 
octave' in the throat, ‘high octave’ in the head.” (SangUa- 
darpana, 1, 49.) 

And: 


"The lower octave has its place in the chest, the middle 
octave in the throat, the high octave in the forehead. Although 
they are similar, each is respectively the double of the preced¬ 
ing one.” (Ndrada Samhita.) 


The Seven Notes ( Svara-s ) 

The note {svara) is not only a definite pitch of sound. The 
word svara means a sound plus an expression, so it would be 
more correctly rendered as "expressive note”. 

Matanga says: 

* c "The sound that generates an expression is called svara 
(note).” (. Brihaddeshi, comm, on 1, 63.) 

"The word svara means ‘that which shines of itself — from 
rdjri (to shine) with the prefix sva (self).” (Matanga, Brihad - 
deshi, 1, 63.) 

Ancient Indian music recognizes seven main and two 
secondary svara-s. These notes represent definite intervals 
and form the basic unaltered or “pure” (shuddha) scale. They 
can be raised or lowered to form other scales. In that case they 
are considered "altered” (vikrita). The notes that form the 
basic scale are called pure (shuddha); notes lowered by half a 
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tone are said to be kovnala (soft—flat); notes raised by half a 
tone are called tivra (sharp). 

According to the mode, the notes can be slightly sharper or 
Hatter, thus forming certain microtonal intervals which convey 
particular expressions. Hence the microtonal scale, or scale 
of the shruti- s, is considered to be the fundamental basis of 
musical scales, the notes or svara- s depending for their signi- 
Iti aiice on the place they occupy in the microtonal scale. 

Matanga says: 

“Shadja (C) and the other notes (svara-s) are always mam- 
(Vsled through the ‘interval they form with the tonic’, their 
shruti, just as a pitcher in the dark is made manifest by a 
lamp.'' (Brihaddeshi, 1, 36.) 

I he commentary on the Raga-vibodha (1, 14) adds: 

'' What then constitutes a note, a svara? What is the particu¬ 
larity of these seven sounds? It is their intelligibility, their 
ca | >a city to please the mind, to appeal to the consciousness of the 
hearer. They must do this of themselves, without external aid.” 

' I he sound is first heard as an interval, a shruti; but the 
resonance that immediately follows, conveying of itself (with¬ 
out external aid) an expression to the mind of the hearer, is 
called a svara, a 'musical note’.” ( SangUa-ratnakara , 1, 3, 

M 25 -) 

And: 

"The expressive sound, attractive and pleasing, which re¬ 
sound; immediately after the exact interval (the shruti) has 
manifested itself, is called a svara (note).” (SangUa-darpana., 

1. 57 ) 

The notes are seven in number. 

"I-10111 I he | twenty-two main] intervals (shruti-s) come the 
seven notes (svara-s) called Shadja, Rishahha, Gandhara, 
Madhyama, Panchama, Dhaivata, Nishdda .” (Chatvdrim- 
shacli'hata rugu nirupanam, 1, 18-19; SangUa-darpana, x, 167; 
Shiva tattva ratndkara, b, 7, 22 23.) 

"Olliers call them (for short): Sa (l>o), Rt (Re), fia (Mi), \ 
Mu (Pa). Pa (Sol), })lui (I..a), and Ni (Si).” (SangUa-darpana, 
I, 1 fi8.) 

| jic-.e miles, I lav.died according lo tliei) relative import¬ 
ance, form the different purls ol I he "personality” of the 
"modal scale” (imm h haua) 
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"The note Sa (C, the tonic) is said to be the soul, Ri (D) 
is called the head, Ga (E) the arms, Ma (F) the chest, Pa (G)' 
the throat, Dha (A) the hips, Ni (B) the feet. Such are the ) 
seven limbs of the modal scale.” (Ndrada Samhitd, 2, 53-54.) 

"These notes, which are seven as a rule, correspond, in the 
view of Matanga,-with the seven basic elements of the physical 
body, and issue from the seven centres of the subtle body 
(chakra-s).” (Kallinatha commentary on the SangUa-ratnd- 
kara, 3, 23.) 

The svara-s or notes of the unaltered (shuddha) scale are 
associated with the cries of animals. 

Although this association has been held to be symbolical, 
musicians claim that most animals have a distinct cry based 
on two notes. If we consider the lower note as the Sa (Do), 
the higher note may give us a second, a third, a fourth, etc. 

‘Shadja (the octave) is sounded by the peacock; the next 
note Rishabha (the major second) is uttered by the chdtaka 
bird. The goat bleats Gdndhdra (the minor third), the heron 
(krauncha) cries Madhyama (the perfect fourth). In the 
season of flowers, Panchama (the perfect fifth) is softly sung ■ 
by the cuckoo (kokila). Dhaivata (the natural sixth) is croaked 
by the frog in the season of rains. At all times, O Goddess! 
Nishada (the minor seventh) is trumpeted by the elephant.” 

... (Kohala quoted in Brihaddeshi, commentary on 63.) 

The ancient Indian natural Scale, compared to the Western 
major mode, contains an E flat and a B flat (modern Ga 
komala and Ni komala). 

A similar list of animal cries is given in the Ndrada Samhitd 
(2, 55-56) and a slightly different one in the Mdnduki Shtksha 
(1, 9) and in I he Ndradiya Shtksha (I , V, 4-5) also reproduced 
in the Shiva-tattva-ratnakara (VI, 7, 33-35). 

The peacock’s octave starts from the upper note. Kalidasa 
says: 

"Both listened to the lovely cry of crested peacocks raising 
their heads at the sound of the axle of the chariot. In this cry 
resound two kinds of Shadja svara.” (Raghuvamsha, 1, 39.) 


The Intercalary Notes, Kdkali Ni and Antara Ga 

In ancient music two accessory notes were added to the 
seven main notes dividing the major tones Ni Sa (R(? C) and 
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Ga Ma (Eb F) into half-tones. These two intercalary (sad- 
harana) notes were called Kdkali Ni (the pleasing Si) and 
Anlara.Ga (intermediary Mi). 

" When two shruti -s (half a tone) from Sa (C) pass into Ni 
(Bb), this is (called) Kdkali (Bit). The same from Ma (F) into 
l,a (Eb) is Anlaka (Elq).” (Quoted in Simhabhupala comm, on 
the Sangita-ratnakara, 1, 3, 40, and in Shiva-tattva-ratnakara , 

VI, 7> 5 1 -) 

"The note called Kdkali is obtained by raising Ni (Sib) by 
two shruti- s. The note called Antaia is obtained from Ga (Eb) 
j in the same way. They are not properly considered notes 

(sviira-s) because they cannot be taken as tonic (amsha). So 
Nishada (Bb) and Gdndhdra (Eb) are given prominence over 
I hem,” (Dattila, 16-17, also quoted by Simhabhupala comm, 
on I lie Sangita-ratnakara, 1, 3, 56.) 


The Intervals {Shruti- s) 

The names and classification of the intervals, the shruti- s, 
uk given in the ancient and medieval books, present many 
problems of interpretation. There are various reasons for this: 
(1) at different periods, different notes were taken as the 
(onic; (2) the more ancient treatises envisaged a descending 
scale, more recent ones an ascending scale; (3) the scale con¬ 
sidered unaltered differed from one period to another. These 
difficulties will not surprise us if we remember that hundreds 
of years elapsed between the writing of many of the treatises. 

As we have already seen, a note and its name depend upon 
ils relationship to the tonic; it can be a fourth, a fifth (a Ma 
(F), a Fa (G), etc.) only through relationship to a basic sound 
(in modern Indian music, always the Sa). 

Notes, therefore, depend upon intervals. The intervals from 
which the notes are produced are called shruti-s (audible), since 
il is only through hearing that the idea' conveyed by the 
intervals can be grasped. 

'*11 is grasped by the ear, hence it is called 'shruti' (aud¬ 
ible)." "'Shrn’, which means ’hearing’, is the root of the 
word. To this is added the (feminine) suffix ‘ktin’ (denoting an 
abstract noun). In this way the term 'shruti’ is defined by 
linguists (to It pi rsriil) I he ’means of expression’.” (. Brihad- 
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deshl, commentary on I, 26.) 

• The number of theoretically possible intervals in relation¬ 
ship to a given note is obviously limitless. Yet the number of 
intervals used in music is comparatively small. This is due to 
the limitations of the mental mechanism through which we 
can distinguish sounds. 

Intervals., do not merely produce pleasing or unpleasing 
sensations. Like words, they convey distinct and definite 
expressions to the mind of the hearer, 

Indian musical theory considers that the ear can perceive 
sixty-six distinct meaningful intervals within the compass of 
an octave. We find, however, that among these intervals 
twenty-two are mainly used in music. These twenty-two which 
form well-defined ratios with the tonic are those which convey 
to our mind the most distinct meanings. In practice, we could 
say that within one octave it* is possible to distinguish accur¬ 
ately twenty-two distinct expressions, and sixty-six distinct 
pitches of sound; beyond this we can naturally conceive of 
limitless relationships of sounds, but since we cannot distin¬ 
guish them they have no reality in music. 

"Some experts in the knowledge of intervals say that they 
number twenty-two. Others speak of sixty-six and some con¬ 
sider them numberless.” (Kohala, quoted in Brihaddeshl, 
commentary on i, 28, and in both Simhabhupala’s and Kat- 
linatha's commentary on the Sa nglta-ratndkara , 1, 3, 8-9 and 
10-16.) 

The complete scale of the shruti -s is not a musical scale 
which can be directly used in a melodic form. It is merely the 
assemblage of the different intervals used in different modes; 
their ordered arrangement for purposes of study and com¬ 
parison. 

It is not possible to sing the scale of the shruti -s accurately 
in succession {as some singers pretend to do), but they can all 
be sung with perfect accuracy when they are embodied in 
melodic figures that have a definite expression. Hence 
Parshvadeva says: 

"The twenty-two sounds cannot be produced (in succession) 
by the throat. They should therefore be demonstrated on a 
stringed instrument.” (Attributed to the Sangita-samaya- 
sdra, though not found in the printed edition.) 
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The Measurement of the Shruti-s 

According to the explanations given in the Natya Shastra 
and by Matanga in his Brihaddeshl, the interval, or shruti, used 
as l lie divisional basis of the octave appears to be the comma 
diesis 81/80, defined as the difference between Pa (modern 
Dlia. (A)), considered as the upper fourth from Ri (modern 
(la (If)), and Pa as the lower fourth from Sa (modern Ri (D)). 
Hi is comma is called the "measuring” or "standard” interval. 

‘The interval produced by the raising or lowering of 
Panchama, [which can also be envisaged as a] softening or 
| a difference in string-] length, is called the ‘standard interval’ 
(piamana shruti).” {Natya Shastra, 28, 22; and Brihaddeshl, 
comm, on 1, 28.) 

I f we add the minor tone (G A, ancient Ma Pa) of 3 shruti- s 
to I lie perfect fourth (D G, ancient Sa Ma) of 9 shruti- s and 
(hen to another perfect fourth (A D, ancient Pa Sa) of 9 
shruti-s, we find the octave from Ri to Ri (D to D) too short: 
i) shruti-s + 3 + 9 = 21 (i.e. 4/3 x 10/9 x 4/3 = 160/81). 

The difference between this and the real octave {2/1) is one 
shruti or comma (81/80). Thus: 21 + 1 = 22, or 160/81 X 
81/Ho 2/1. 

To obtain a perfect octave, we must then either make the 
fourth Dha Ri (A D) too large (27/20), or raise the harmonic 
Dha (A 5/3) into Dha+ (A+ = 27/16), x changing the minor 
tone Pa Dha (G A = 10/9) into a major tone Pa Dha+ (G A+ = 
9/8). Hut in this case the fourth Ga Dha+ (E A+) becomes too 
large. To correct it, we may raise the Ga (E) into Ga+ (Ei); 
lull this will destroy its consonance with Ni (B). 

In I his way we always have to choose between one perfect 
fourth or the other, the difference involved being in every case 
the interval of one comma (81/80) or 5 savart-s which first 
appears on the Dha (A) (ancient Pa). 

This comma was considered hy the Greeks, the Arabs and 
the Hindus as the logical unit for any practical division of the 
HCalO, 

The difference between important simple intervals can 
pnirmlly be expressed in terms of commas, For example, the 
dilTerence between the major and mmoi tone <)/8 and xo/q 
(Sa Ri and Ri (la.) is 9/8 - q/io 81/80; the difference 
1 Nit udI id inn algim un pp. \ 
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between the major half-tone (16/15) and the limma (256/243) 
is 16/15 x 2 43/ 2 56 — 81/80; the difference between the two 
minor thirds C Eb+ = 6/5 and C E[? = 32/27 is 6/5 X 27/32 = 
81/80; the difference between the harmonic major third 
C E (Sa Ga) = 5/4 and the Pythagorean third C E+ (Sa Gae) = 
81/64 is 81/64 X 4/5 = 81/80; etc. 

This explains why a scale formed by adding twelve other 
notes, each raised by one comma, to the twelve notes of the 
basic scale and twelve more, each lowered by one comma, will 
give us practically all the intervals used in music, 

I he Complete division of the octave is obtained by adding 
or subtracting either one or two commas from each of the 
twelve notes of the basic chromatic scale. This gives us a series 
of fifty-three intervals, which cannot all be used in modal scales 
though they may come into use through modulations (changes of 
tonic) or in certain forms of polyphony. 

If we further divide the disjunctions of this scale which 
appear at each half-tone so as to form quarter-tones, we obtain 
the division of the octave (Sa to upper Sa) into sixty-five inter¬ 
vals—that is, counting the note that forms the octave itself, the 
scale of sixty-six intervals or shruti-s spoken of by Rohala. 

It has been suggested that the sixty-six intervals of Kohala 
may refer to the twenty-two shruti-s in three octaves. But this 
is not usually accepted. 

It should be noted that this scale makes use of only two 
kinds of intervals—commas of 5 savart-s and disjunctions of 8 
savart-s, 1 his is, in fact, besides the Pythagorean division 
into seven notes, the only possible complete division of the 
octave which uses only two sorts of intervals and which 
respects the fundamental consonances (fourth, fifth, etc.), 
AH other divisions of the octave are either irregular or, as is 
the case with all tempered scales, never give perfect con¬ 
sonances , 

The cycle of intervals gives us a division of the octave into 
fifty-three. This corresponds exactly to the number of letters 
in the complete phonetic alphabet of Sanskrit grammarians, in 
which the letters are arranged according to the five places of 
articulation, in each of which can be pronounced a vowel 
(short or long) and five consonants, a drawn unaspirate, a, 
drawn aspirate, a thrown unaspirate, a thrown aspirate, and a 
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nasal. Added to these, there are further vowels and conson- 
.mts, using more than one place of articulation to form a total 
of fifty-two letters. 

To these is added the sacred syllable (AUM) considered to 
I ie t he origin and end of all articulate sounds and corresponding 
lot lie Sa (C) of music which has a similar function with regard to 
all the shruti-s. AUM is made of the guttural A, the labial U 
.uid the nasal M, the three extreme points of articulation, 
which form a triangle that includes all other letters. Thus, the 
laws that govern musical and articulate sound appear to the 
Hindu theorists strictly parallel and interdependent, both 
kinds of sound serving, though on different levels, to manifest 

ideas. 


The Notation 0/ the Shruti-s 

To proceed with the theory of the shruti-s , we need an accu¬ 
rate and simple way of notating exact intervals. We have 
adopted the following method since it appeared to be the 
simplest and most convenient. 

In order to notate the sixty-six intervals of the complete 
scale, wr shall use conventional signs, placed beside the names 
of I lie notes within the frame of the harmonic form of the 
chromatic scale, which is the scale of modal music and which 
allows only one sort of accidental (either flat or sharp) for each 
imle. Uius, the sign - - after the note means that the note is 
lowered by two commas; the sign - means that the note is 
lowe red by one comma; the sign + means that it is raised by 
one comma, the sign +-r that it is raised by two commas* 

We shall leave aside the quarter-tones that divide the dis¬ 
junction into two approximately equal parts since they are 
never used in Indian musical practice. 

hoi I lie notation we use the following symbols: 

I lie notes of the diatonic series based upon C are written, 
;is usual, J . Notes lowered by one comma are written J * 
l lmsc raised by one comma, are wrillen J . The rare notes 
raised by two commas are written J , those lowered by two 
commas J , Tims the uolalion of the notes in ordinary 
use is: 
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Many of these theoretical intervals are seldom used in 
practice. The twenty-two (or twenty-five) most prominent 
intervals, which correspond to clearly perceptible and dis¬ 
tinct expressions and which are used in the teaching of modal 
music, are usually considered to be the following: 



Under no circumstances can these twenty-two divisions be 
considered equal. They refer only to twenty-two prominent 
intervals chosen out of the possible fifty-three (or sixty-six). 
In present day music a few other intervals are used, though 
seldom. 


They are the rare F- and B[?— 



The remaining divisions, necessary only when the tonic is 
changed, are not considered in modal practice. 

As we have already explained, if we raise and lower by one 
comma each of the twelve notes of the fundamental Pytha¬ 
gorean chromatic scale, we get a scale of thirty-six notes 
which contains practically all the intervals that are used in 
any form of music. 

Thus, in this scale each of the twelve notes has three 
positions—low, middle and high. This inode of division of the 
scale seems to have been used by the celebrated Tumburu, a 
celestial musician, considered to be the originator of one of the 
chief ancient systems of music, who wrote a treatise now lost. 

Tumburu expresses the strident character of all the raised 
notes and the mellowness of the lowered ones by connecting 
them to the four humours of the body whose relative pre¬ 
dominance is said to bring similar tendencies. He says: 

"A sound that is high is harsh (piercing). The wise know it 
to be born from the wind. 

/‘A low sound, deep and mellow, should be known as born 
from the bile. 

“The attractive (perfect.) sound is burn In mi the lymph. It 
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is sweet and tender. 

That which has the qualities of all three (the sound with 
vibrato) is known to be born from semen.” (Attributed to 
Tumburu by Kallinatha, commentary on the Sangila-ratnd- 

T 3 j 10—16, and to Chatura in Rrihaddeshi, commentary 
on, 27.) J 


l he Expression of the Shruti-s 

The division of the octave into sixty-six intervals is theo¬ 
retical. Although we can clearly perceive the differences in 
pitch of the different intervals and rapidly train our ear to 
recognize them, some will not succeed in conveying a definite 
meaning. The types of expression attributed to some of the 
intervals have been carefully classified by ancient writers, 
Each shruti was given a name depicting its character. In the 
system of Parshvadeva, the names of the individual shruti- s 
were different in each octave. These types of expressions were 
further classified into five main groups or “families” of inter¬ 
vals called jati-s: “moderate, keen, broad, tender, and com¬ 
passionate”. 

Diptd (keen), Ay aid (broad), Karima (compassionate), 
Mridu (tender), Madhya (moderate), these are the five families 
(jati-s) of the shruti-s that are found in the notes.” {Sangita- 
raindkara , 1, 3, 27-28.) 

Because of the confusion that has resulted from the changes 
in scale and tonic the exact interpretation of the ancient 
shruti- s presents a number of problems. 

The safest way to interpret them is to start from the actual 
expression attributed to the intervals as found in musical 
practice today. The notation of these expressions given in the 
analysis of the rag as has been worked out by careful measure¬ 
ment of the intervals used by musicians playing different 
raga-s and by noting the expression each particular note con¬ 
veyed to the musician and to his audience. It was found that 
the same shade of meaning was always attributed to the same 
intervals occurring in rdga-s with quite different characters. 
The scale we give here is'only the result of such experiments 
in a particular tradition and may therefore be subject to 
improvement. 
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In the following table we compare the shruti-s as given by 
Sliarngadeva with the experimental ones. A few slight 
differences remain to be clarified. 

I here is some difficulty in ascertaining which of the shruti-s 
oi Sliarngadeva really was the tonic. This has led to divergent 
interpretations. The three main interpretations have the scale 
starting from the shruti-s Chhandovatl, Kshohhini or even 
Ramya corresponding to Dha (A), which is said to have been 
I lie ancient tonic of Narada. The Svarameta-kaldnidhi (a.d. 
1549) takes Chhandovatl as Sa (tonic) but considers that 
" Rrasund”, Narada’s first shruti, corresponds to Kshohhini. 

< >11 the other hand, Govinda in his Sangita Shdstra-sankshcpa 
(c. eighteenth century) places the tonic Sa on Kshohhini. 

I he shruti- s given by Sharngacleva are as follows: 

./ ivra, Kumudvatl , Mandd, Ckhandovati come within 
Shadja ; 

Day avail, Ranjani and Raktika dwell in Rishahha, 

Raudri and Krodha in Gandhdra, 

While the shruti-s Vajrikd, Prasarini, Priti and Marjani 
have their place in Madhyama. 

hshitih, Rakta, Sandlpanl and Aldpini are in Panchama\ 

Madanti, Rohini, Ramya shelter in Dhaivata ; 

Both Ugrd and Kshohhini rest in Nishada.” (, Sangita- 

ralndkara, x, 3, 35-39.)' 

I formerly followed the often admitted interpretation that 
starts the scale from Kshohhini , but closer study of the expres¬ 
sions given by Sharngacleva seems to show beyond doubt that 
his scale starts from Chhandovatl, as seen in the following 
tables. 6 
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THE SCALE OF THE SHRUTI-S—(crotf.) 
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The expression of a mode is the sum of the expressions of 
ils different notes, defined by their relationship to the tonic. 
In each rdga } each of the different notes is attributed a definite 
meaning. 

The expressions given in our notation for each note of each 
rdga have been compiled experimentally and verified over and 
over again, players and listeners always agreeing on the mean¬ 
ing of the notes. 

There may, however, remain some inaccuracies in the 
f ieri dental shruti -s used for particular notes in melodic figures. 
I'liere are also other schools which hold different views on the 
repressive interpretation of the raga- s. Only a very extensive 
comparison of the practice of different musicians would allow 
us to correct and perfect every detail in the use of the accidental 
shruti -s appearing in each raga , 

Some raga -s have peculiarities in their scale or their tuning 
I hat modify their expression. 

According to the theoretical explanation of the shruti- s, 
.dl! lie notes cannot have the same kind of expression and in a 
smle, therefore, there are necessarily contrasts. This is why 
the most intense raga -s should be pentatonic, since in a 
prut a tonic scale it is easier to eliminate the notes that would 
licit support the predominant expression. 

A very sad raga will leave out the fifth (Pa) because a fifth 
always expresses sunshine, joy. A very passionate raga will 
Imvr no natural fourth (shuddha Ma) since that always ex¬ 
presses peace, serenity. 

1 hrsr contrasts between the notes provide a further reason 
why I In 1 raga -s which were considered masculine in ancient 
music were always pentatonic, for a pentatonic scale can give 
,i si rouger and more coherent expression than a heptatonic 
wndr which necessarily shows contrasts, indecisions, subtleties, 
jml seems thus more feminine in character. 

When sounds sur used for creating ecstasy or for the treat¬ 
ment of menial or physical] disefi.se:, tin: number of notes may 
lie liirlliei reduced 10 a lew sounds eonslii.nlly heard, so as to 
ri nde an uvri whelming impression pulling in one direction 
only, 
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Flats and Sharps 

All the notes that differ from the seven notes of the basic 
scale are considered altered. Since there are several inter¬ 
mediary sounds between two notes, the alterations are of 
different kinds. 

"When a note rises by one interval (shruti), it is called 
tivra (sharp). If it rises by a further shruti it becomes tivratara 
(very sharp). If the note rises by still one more shruti, it 
becomes tivratama (extremely sharp), and when it is raised by 
four shruti- s, the sages say that it takes the name of ati- 
tivralama (extra extremely sharp). 

"If a note is lowered, it is called komala (flat); when it is 
lowered by one shruti it is komala, but if it is lowered by two 
shruti -s it is called purva." (Purva. is now called ati-komala.) 
(Sangita-pdrijdta, 68-71.) 

I11 most cases, this means that a note raised by a minor half¬ 
tone (25/24) is said to be sharp (tivra), by a limma (256/243) 
"very sharp” (tivratara); by a major half-tone (16/15) “ex¬ 
it emely sharp” (tivratama). 

Similarly, a note flattened by a half-tone equal to one shruti 
(usually the minor half-tone, 25/24), is said to be komala (flat) 
and When it is flattened by a larger half-tone (the limma, 256/ 
.;.|3, or the major half-tone, 16/15) it is said to be ati-komala 
(exliemely flat). 

Since this classification, though exact, may sometimes be 
misleading because of the different intervals represented by 
I he shruti- s, we shall use here only the more general terms 
limit ala (Hat) and tivra (sharp); the tuning symbol, and the 
notation itself, will show which sort of flat or sharp is being 
used. 

I lie classification of the shruti -s in Southern Indian music 
does not conform to these definitions. It appears that the 
lelnmicrx of the music of South India in the seventeenth and 
1 *tf■ 111 cenI h centuries re-interpreted the theory of the shruti -s 
mvnnling to a particular system and this was introduced in 
tonsil 11] practice. The North Indian musicians seem to follow 
Ih< mine aiicienl conception. 
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The Scale 


"The scale (grama) is the assemblage of the notes" (Sangita- 
makaranda r, 49; Sangita-ratndkara, 1, 4, 1; SangUa-darpana 
1. 95 .) 


A scale is not a group of sounds arbitrarily chosen. The 
building of any scale involves physical laws and a co-ordina¬ 
tion of the shruti -s which are necessarily respected. 

If we take the most consonant intervals, those composed of 
simple ratios involving prime numbers not higher than g, to 
fill each of the tetrachords, we obtain the basic harmonic 


:ale of seven notes: 
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There is, however, an alternative division. This consists of 
substituting for E (Ga) 5/4 and B (Ni) 15/8, Eb+ (Ga komala) 
6/5 and Byi- (Ni komala) 9/5 respectively. This gives the 
scale: 
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tf both scales arc taken together, we obtain the basic scale 
of nine notes as it was used in ancient Northern Indian music. 

These divisions form the Diatonic divisions of the scale, so 
called because each tetrachord contains two whole tones. 

There is another division, however, known to the Greek 
theorists as the Chromatic, which forms the basic scale of 


Southern Indian music. In this scale each tetrachord contains 
two semi-tones and one minor third: 


C Db+ D 

1 16 9 

f \ hi 8 

Northern Indian: Sa RiK Ri 
Southern Indian; $ a Ri Q a 


h G Ab+ A C 

43852 

3 2 5 3 ~i 

Ma Pa DhaK Dha Sa 

Ma Pa Dha Ni Sa 


In this system the two additional notes Antara Ga and 
Kakali Ni, E (Ga) 5/4 and B (Ni) 15/8, give the complete scale 
of nine notes. 
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Ninllh-m Indian: 

Sa Rik Ri 

Ga MaPa Dhak Dha 

Ni Sa 

SoiiUu'nt Indian: 

Sa Rt Ant.Ga 

Ga Ma Pa Dha 

Kdk ; Nt 

NiSa 


This scale does not concern us here since it is never used as a 
basic scale in Northern Indian music. It may, however, be 
related to one of the ancient gramas. 

The Sanskrit books do not generally define notes by string- 
lengths but rather by their expression, their shruti, which is the 
easiest way for trained musicians to recognize them. 

The SangUa-parijata and the Hndaya-kautuka attempt to 
give the relative string-lengths of the different notes. 

The unaltered scale of modem Northern Indian music is the 
basic harmonic scale of seven notes. It is approximately the 
Male <d R it git lit lava I, and is usually known by this name. It 

...1 . ,i|i|ii<i\iinnlrly to l.lic major mode of Western 

nniMi . Ihluviil was hr.I accepted as the unaltered scale 

m l la hiu mi, < i>m|itlcd in Jaipur between 1779 and 1804, 
■mil in I lie Ntl/iniitl <■ \\aphi of Muhammad Rezza in 1813. 

In I lie, m .il< lla m I < 1 iiici lia 1 y sou mis are considered modifi- 
nillmi’. nl I la- seven main ones. Ihese modifications are 
always conceived within (lie frame of Hie harmonic form of the 
i jjiumalic scale in which each note can be altered only in one 
■ Iiici linn oil hoi (kittened or sharpened. 

I In- ha 1 nionic form of the chromatic scale thus gives the 
twelve chromatic notes as follows: 

^ ^ - *« 1**" * rJ ^ ^ ^ I 

II should hv remembered that the altered (vikrita) notes, 
mnl nbu i n lain of the unaltered (shuddha) ones, are suscept¬ 
ible In r.lif*Ul changes of pitch according to their expression or 

thr-ulit 

I lie division of the octave into twenty-two or sixty-six 
\lntth s corresponds to what the ancient Greeks called the 
i nh.umonic division, Hiey considered this division, as the 
I limhr. d <i did, the luiid;imenlni division of tlie scale. Resides 
I In- In hir division there c\isl in Indian music indeed in nil 
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Modal Scales {Murch’ hands) 

"That which spans (murclia) the scale of a mode is called 
murch’hana.” (Brihaddeshi, 94.) 

The term murch’hand (modal scale) was used in medieval 
music for the different types of scales from which the modes 
are derived. There are three main types of such scales, thus 
three kinds of murch’hana-s. 

(1) The first use of the word murch-hana refers to the classi¬ 
fication of modes as plagal forms of the basic scale. This 
method of classification, which was probably of Greek origin, 
has in practice never completely replaced the "scale-types" 
or thatas of the Shivaite system still used by the musicians. 

“The sequence of the seven notes in ascent or descent is 
called murch'hana. There are seven in each of the two basic 
scales." ( Sangita-m.akaranda, 1-66, reproduced in Chatvdrim- 
shach'hata-rdga-nirupanam, 1, 22, Sangita-ratnakara, I, 4, 9, 
and Shiva-tattva-ratndkara, 6, 7, 32-33.) 

(2) The name murch’hand was also, in another system, given 
to the chromatic scale of twelve notes. 

"The modal scale (murch'hana) should be known to the wise 
as having twelve, notes from which modal types can be built 
and melodies in the high as well as the low octave.” (Nandi- 
keshvara quoted in Brihaddeshi, commentary on 118, and by 
Simhabhupala, commentary on the Sangita-ratndkara.i , 4, 
15-16.) 

{3) The term murch’hana was further used for pentatonic, 
liexatonic, heptatonic and eight- or nine-note scales. This 
division is now usually known as jdti. 

"The murch’hands bom of the seven notes are of four kinds: 
complete (heptatonic, puma), liexatonic (shadava), penta¬ 
tonic (audava) and intercalary (sadharana). In singing, a 
scale of seven notes is considered the complete scale (puma), a 
scale of six notes is called shadava, a scale of five notes audava, 
a scale of eight or nine notes, making use of the intercalary 
notes Kdkali Ni (Bt|) and Antara Ga (Eh), is called 'inter¬ 
calary' (sadharana),’’ (. Brihaddeshi, commentary on 1, 95.) 

The rvord murch’hand is sometimes used in modern music, 
mostly by professional Mohammedan musicians, to designate 
melodic ornaments in the form of the mordents tiripa and 
sphurita ( or ), more often called hillola or gitkiri. 
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Class ( Jati ) 

The Indian scale is divided into seven regions or sections 
ruled by the seven notes, or svara- s, of the diatonic scale and 
named after them. 

As we have already seen, the mode is called "complete” 
(.sampurna) if one or more notes be used from each division in 
any mode. But if one division is not represented, whatever the 
number of notes in the other divisions, the mode is called 
liexatonic (shadava). If two divisions are not represented 
I he mode is pentatonic (audava). 

The classes obtained by grouping the modes according to 
thr number of their notes are sometimes known as jdti- s. 

I Ivis term is still in use in the Eastern part of Northern India. 

"Class (jati), in rdga- s, is considered to be of three kinds— 
audava of five notes, shadava of six, sampurna (complete) of 
seven notes.” ( Narada Samhita 2, 60; Sangita-darpana 2, 6.) 

Melodies comprising less than five notes cannot be called 
rdgas (modes), but are mere "melodic figures” (tana-s). 

"Combinations of two or three or four pleasing notes form 
melodic figures (tana-s): a rdga must have five or more 
| notes].’’ (Hridaya-prakdsha.) 

Besides the three jdti-s, there are modes which, in addition 
Id the main seven, make use of one or both of the two inter¬ 
calary notes Kdkali Ni and Antara Ga. In ancient music these 
eight- or nine-note modes were known as the “intercalary 
1 nodes” (sadharana). 

Though Vishnu Digambar in his Sangita Taitva Darshaka 
does not use the term jdti, he restates the ancient ciassifica- 
I ion, adding the three kinds of rdga- s mentioned by Umapati 
(quoted in Raga-vibodha, commentary on 4, 3) and also by 
Mat an ga (mentioned by Kallinatha and quoted in Sangita- 
darpana, 2, 5). These are called: shuddha (pure), chhayd-laga 
(shadowed) and sanktrna (mixed). 

They are defined as follows: 

A rdga in which there are only unaltered notes is called 
“pure” (shuddha). 

A rdga is railed "shadowed” (dihaya-laga) when it makes 
use ol a lew notes borrowed from another rdga, provided they 
do not allei the mood, hut, on live contrary, enhance it. 

A mixture of several rdgas is railed saitMrna. 
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“According to Umapati, a 'pure’ rdga charms by itself, a 
‘shadowed’ rdga with the help of others, a ‘mixed’ rdga with 
the help of two." (Raga-vibodha, 4, 3.) 

"Sampurna” means “complete”, “shadava” means of 
six”, The word “audava” has given rise to some speculation: 
Fox-St rang ways, for example, in his Music of Hindostan 
(p, 122) suggests that it may have come from the name of a 
province where the pentatonic scale was invented. But the 
Sangita-darpana (commentary on 2-6), clearly explains the 
term: 

“The derivation of the word ‘audava’ is as follows: Udava is 
where the planets move, hence the ‘sphere of space’ (vyoma). 
This is the fifth (space in Indian philosophy is a quality of 
ether) among the elements, thus it represents the number 5- 
From this it is clear that the number of notes of the audava 
(the ethereal scale) is five.” 

A similar explanation is given in the Shiva-taltva-ratnakara. 

There are rules for the use of the jati-s, in accordance with 
the symbolism of numbers: 

“For celebrating battle, charm and beauty, in separation, 
or in depicting a character, the hexatonic (shadava) [class of 
modes] is recommended. 

"For destroying disease or enemies, dispelling fear or sorrow, 
in difficulty or in suffering, in forgiveness or when planets are 
unfavourable, auspicious words should be sung in the penta¬ 
tonic scale.” ( Shiva-tattva-ratndkara , VI, 145-147.) 

The term jati was also used in ancient and medieval music 
for mode-types: 

“The intervals (shruti-s), the initial note (tonic, graha) 
and the other notes (svara-s) combine to produce the resultant 
modal type, therefore they are called ‘jati-s’ (results).’ 
(Brihaddeshi, commentary on I, 194.) 

“Jati” in this sense has now been replaced by the term 
“thata”. 


Mode-Types (Thata-s) 

Indian musi c, lik e Gre ek, Iranian and Arab music, divides 
the scale into two tetrachords or groups of four notes, ruled 
respectively by the “sonant” (vadi) 1 and the “consonant 

1 See p. 57. 
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(samvadi): the lower tetrachord C D E F (Sa Hi Ga Ma) is 
called purvdnga (first limb), the highef tetrachord G A B C 
(Pa Dha Ni Sa) uitardnga (higher limb). Thisjs.npt^an arti- 
ticial division but corresponds to a physical fact, for, as we 
linyp said. there is great similarity of expression between the 
corresponding notes of the two tetrachords. In ma ny rdga -s 
I he divisjpn of the! two. tetrachords is identical. 

In analysing each rdga we shall give the different intervals 
I h;vl arise between the notes of each tetrachord, together with 
their ratios. 

Indian music envisages six: main types of tetrachords 
-.|uuinon T*Y“3Tperfectfourth, and .six secondary types spanned 
by 7 in augmented fourth. These are obtained in the following 


II we take the twelve notes of the chromatic harmonic 
Kcale and divide them into lower and upper tetrachords 
(leaving between them FJ, Ma tivra), we see that in each case 
six different types of tetrachords are available: 



II we combine each of the possible lower tetrachords with 
each of I lie possible higher ones, we obtain thirty-six different 
.rales of seven notes. If we then replace F (Ma) by F# (Ma 
iTviii) in ca< li of these thirty-six scales, we obtain thirty-six 
1 111 1 liei scales. The total number of theoretically possible basic 
v ales is I Inis seve nty-two■ This classification is used in South 
India whi le such scales are called mela -s or melakartd-s. Its 
I henry is explained by Pandit Venkata Makhin, the seven¬ 
teenth century systematize! - of Southern Indian music who, 
in lIn- fourlh chapter of his ('haturdanii-prakdshikd, claims to 
have invented Ibis system of classification though it is really 
an ancient system already mentioned in the SwngUa-sdra. of 

Vidym .uiya {1320 1380). 

I lie teim “mela.” can, however, lie used for any melody 
lype, 
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"A mela is a group of sounds from which raga- s (modes) 
will be made manifest.” ( SangUa-pdrijdta ,) 

The artificial classification of the mela-s —musically inexact, 
for it neglects the differences in the shruti- s—merely helps the 
player to remember the approximate tuning of a mode. 

Many of the scales obtained by this system are not in use in 
N orthern music, and tliis type of classification is only used in 
Southern India. In North India the modal bases are repre¬ 
sented by a small number of mode-types or thata- s (usually 
ten) which correspond to the approximate placing of the frets 
on the sitar. 

The Rdga-vibodha says (commentary on i, 8): 

"The particular arrangements of the notes (svara-s) into 
common scales (mela-s) under which modes (raga-s) can be 
grouped, are spoken of as ‘ghata-s 1 (or thata-s).” 

These “thata-s” or mode-types should not be mistaken for 
i, the raga-s or modes that bear the same names, for the latter 
>may have more or fewer notes and an accurate tuning, whereas 
the tuning of the mode-types is only approximate. 

The ten thdla-s or mode-types are given as follows: 

“The first is Kalydnl (Kalyana) mela, the second V eldva.il 
(Bilaval), the third Khammaja, the fourth Bhairava, the fifth 
Bhairavi, the sixth Asdvari (our Yavanapurf), the seventh 
Todi, the eighth Puravi (our Shrl), the ninth Mdravd, the tenth 
Kdfi. 

^ “Such are the ten mode-groups (mela-s) from which raga-s 
-'arise.” (Quoted in Shrlmallakshya-sangitam , It, i, ig—21.) 

The thata-s are as follows: 
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V 


I 

Kalyana 

11 

Bilaval 

III 

Khammaja 

IV 

Bhairava 

V 

Bhairavi 

VI 

V dvanapuri 
(Bhitkhande’s 
Asavari) 

VII 

Todi 

VIII 

Shri 


IX Miiravd 


v 


X Kdfi 


V 


♦ 




# 




y--» r. 


4'Y . 


4 pi 


4 . >. ♦ 




1 hr rif hMi Uulta, Shrl, is vcmi fry Bhiltkhande as Puravi, 
lull miii i- Mir PUravi in some Inulitinns, such as the one we 
iollow here, lias an A natural {shmhiha I Mia), its name could 
nut hr ftivrn in a thata runlalniuK nn A list 1 (Dlia komala). 
I heii* is nn chvrijMQH r of ujiiniun afrmil Hie scale of Shri, 
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Group 

Some of the main rdga-s have, as their satellites, secondary 
modes with the same general characteristics and only minor 
differences. These are said to belong to the group of their 
parent rdga-s. For example, Prabhdt, Bangala, Ramakali, etc., 
belong to the Bhairava group. 

Some books consider the chief modes as masculine in 
character and call them “raga-s”, while the secondary modes, 
the "raginl-s”, are said to be their wives or even their “sons” 
(putra-s). 

The male rdga-s, originally all pentatonic scales, are usually 
considered to be six in number, though some treatises mention 
seven, eight, or nine. 

“ Bhairava , Mdlakosha, Hindola, Dlpaka, Shrl rdga and 
Megha rdga, these are the male rdga-s.” (SangUa-darpana and 
Shiva-tattva-ratndkara, 6, 8, 44.) 

The Sangita-makaranda, however, speaks of twenty-one 
male rdga-s. (3-53, etc.) 

Graha, Amsha, Nyasa 

In ancient music, three notes are referred to under the 
names of amsha, graha and nydsa. 

“The note with which a rdga begins is called 'graha’. By 
‘nyasa’ is understood the note that ends a song. The note most 
often used while playing is called ‘amsha’.” (SangUa-darpana, 

163.) 

The use of the terms graha and amsha is a little confusing, 
for their meaning is variously interpreted by authors of 
different periods. Some understand the "initial note” (graha) 
to be the first note of the mode, that is, the tonic; others con¬ 
sider it to be the first note of a melody, which may weli be any 
note. But this last interpretation seems hardly justified. 

Similarly the “main note” (amsha) is taken to mean some¬ 
times the tonic and sometimes the predominant note, the 
“sonant” or vddi. The more ancient authors seem to have 
used the word in the first sense. Thus the Natya Shdsira 
explains the word graha as being synonymous with amsha and 
meaning the tonic: 

“In all the modal scales the initial note (graha) is equivalent 
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lo the main note (i.e. the tonic). The whole music takes its 
significance from this main note (amsha) which is the same as 
l he initial note (graha).” (Natya Shastra, 28, 71; also quoted 
in Brihaddeshi, comm, on 197.) 

The Brihaddeshi also uses the term “amsha” (main note in 
I lie sense of "tonic” (basic note, Sa): 

The main note by relation with which a mode, a rdga, is mani- 
cefled is the amsha (i.e. the tonic, Sa).” (Brihaddeshi, 
somm. on 1, 196.) 

“This amsha-svara is the vital note (Jiva-svara, the tonic).” 
(( katurdandi-prakdshikd.) 

111 the later music “Sa (C) is the initial (graha, i.e. the tonic) 
o f a 11 the rdga-s. ’’ (Raga-mdld.) 


I Jut Sharngadeva, on the other hand, identifies the “amsha”, 
I lie main note, with the "sonant”, the vddi : 

“Because it is most used during a performance, th &vddi\ 
(sonant) is called amsha (main note).” (Sangita-ratnakara, 


'. 7 . 34 -) . . _. 

This is also the view of Abhinava Gupta given in his com¬ 
mentary on the Natya Shastra: 

“The amsha svara is the same as the vddi.” (Abhinava 
Gupta, comm, on the Natya Shastra, 28, 23.) 

“The (note) that is most used is also called amsha.” (Bri- 


htuidfshi, comm, on 1, 196.) 

Ycl the Natya Shastra definitely considers the amsha as the 

tonic, 

“ flic structure of the mode entirely depends on the amsha 
(Ionic), from which it begins, which separates the high and 
low octaves, and from which its expression is derived. The 
amsha is, further, the initial and final note (graha and nyasa), 
I he phrase-final, part-final, and general-final note (apanyasa, 
vinyilsa, sannyasa), the centre round which the mode revolves. 
These are its ten characteristics.” (Natya Shastra, also quoted 
by KallinfUlia, Sangita-ratnakara, comm, on 1, 7. 2 9 _ 34 -) 


I'hr Predominant Note nr Sonant (Vddi) 

"Thr itcmunl (vildl) is 1 lie kin^ of iiolra.” (SangUa makuranda 

-• 7 )' 


Besides I he Ionic (I lie Sa) which is always fixed, each rdga 
hurt 11 predominant nolc from which till variations begin and 
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on which they end: it is always accentuated and bears long 
pauses. This main note is called vddi (that which speaks). The 
expression of the vddi is the predominant expression of the 
raga: its character determines the mood. 

“The chief element in which the power lies of bringing out a 
particular mood, a raga, is the sonant (vadi).” (Sangita- 
darpana, 1-68.) 

“The sonant (vadi) is the note most used while playing; it 
is the king (of the melody).'' [Raga-vibodha, i, 37.) 

The commentary on the Raga-vibodha adds: “the sonant 
(vadi), being constantly heard, dominates the melody. Be¬ 
cause it explains and heralds the mode, it is called vddi , (that 
which speaks).” 

The "Consonant” ( Samvadi ) 

"The 'consonant’ is like a minister,’' [SangUa-makaranda 2, 7.) 

Corresponding notes in the two tetrachords into which the 
octave is divided always have similar expressions. Another 
note a fourth or a fifth above the vddi will therefore be found 
that responds to it, playing in the upper tetrachord a similar, 
though secondary role. This note is called “samvadi” (con¬ 
sonant) . < 

"The nature of the 'consonant' (samvadi) is to reinforce the 
'sonant' (vadi) by wliich the expressiveness of the mode is 
engendered.” ( Brihaddeshi , comm, on 1, 63.) 

Very rare exceptions apart, the samvadi is always a fifth or 
a fourth above the vddi. This corresponds to an interval of 
twelve or eight shruti- s. 

“The notes that have between them an interval of twelve 
or eight shruti-s (perfect fifth and fourth) are called 'consonant’ 
(samvadi). They are like ministers.” [Raga-vibodha, 1, 37,) 

The commentary adds: “The samvadi . . . sustains the 
. . . impression created by the vddi , just as ministers carry out 
the order of the king.” 

“The notes between which there are eight shruti- s (perfect 
fourth) or twelve shruti- s (perfect fifth) are said, in relation 
with one another, to be consonant (samvadi). Such are Ni and 
Ga (B and E) or Ri and Dha (D and A).” ( Sangita-darpana, 
1, 69-70.) 

Raga- s in which the samvadi is a fifth above the vddi are 
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called “panchama samvadi” (having a fifth as main conson- 
a nec); those in which the samvadi is a fourth above the vddi are 
called "madhyama samvadi” (having a fourth as main conson¬ 
ance). Panchama samvadi raga-s have a clear, active, brilliant 
expression; madhyama samvadi raga -s are passive, dormant, 
and soft. 

The Assonant [Anuvddi) 

"The ‘anuvadi’ is like a servant.” (SangUa-makaranda 2-7.) 

The notes of a mode that are neither "sonant” nor “con¬ 
sonant” are called “assonant” (anuvadi): 

“By those who see the subtle cause of things the note that is 
uc.it her the sonant nor the consonant and yet is not ‘dissonant’ 
(vivadi) is called assonant (anuvadi).” ( Sangita-pdrijdta , 

Hi-83-) 


The Dissonant ( Vivadi ) 

"Dissonant (vivadi) notes are enemies.” [SangUa-makaranda 2-7.) 

Notes that do not belong to a raga, or, if they do, are used in 
defiance of its rules are called "dissonant” (vivadi): They 
destroy the expression. 

"That which in a given mode breaks the charm is undoubt¬ 
edly 'dissonant' (vivadi) from the notes of that mode. . . 
This vivadi is like an enemy.” (, Sangita-pdrijdta, 83-84.) 

“Melodic variations that would introduce a vivadi note 
should always be avoided.” 





















CHAPTER III 


RHYTHM 

Tempo {Laya) 

"There are three tempos—fast, medium and slow.” (Dattilam, 

I 5 1 -) 

Indian music, theoretically, knows three main tempos (laya), 
each being twice as quick as the previous one. These tempos 
are: 

Vilamhita (slow), in which each beat (tali) is said to last 
about one second ( J = 60). 

Madhya (medium), in which each beat is said to last about 
half second ( J = 120). 

Druta (fast), in which each beat is said to last about quarter 
second ( j = 240). 

The rhythmic beats, in the order of their duration, bear the 
li»llowing names: 







Chatasra 
Guru (long) 

Laghu (short) 

Druta (fast) 

Anu-druia (atom-fast) 

A nu-a nu- dru ta 


4 mdtra -s (units) o 

2 J 

1 „ j 

1/2 „ } 

1/4 „ ) 

1/8 „ i 


In ;i inmc ancient system (see Svarupi Theory of Indian 
Mu sic t p. i oh) the nidtrd, or time-unit, is said to be the 
shortest time in whit'll a syllable can be pronounced. The 
nurma .1 Inn mm pulse heal Iasi s I lure malms, The usual musical 
bra I, m flap of I hn hand, is Ihm railed laghu (short) and is said 
In Insl from i in i) miUrti s (usually 4}. 
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The time-divisions, according to this system, are as follows: 

J Laghu (short) lasts 4 mdtrd- s. 

Druta (fast) lasts 2 mdtrd- s. 

j Raid (portion) (or Anudruta, or Anu, or Virama) 

* lasts 1 mdtrd. 

Nimisha (wink) = i/8th of a mdtrd. 

Kdshtha (limit) = i/8th of a Nimisha. 

Lava (fragment) = i/8th of a Kdshtha . 

Kshana (instant) = i/8th of a Lava . 

J Guru (long) = 8 matrd-s. 

Pluta (extended) = 12 mdtrd- s. 

© (crow-foot) = 16 mdtrd- s. 

The tempos, like the scales, are connected with moods: 

f Tn a. laughing or a loving mood use a moderate tempo; 
in disgust and fear, a slow one; in the heroic mood, in wrath 
and in wonder, a fast tempo.” ( Vishnu-dharmoUara , 3, 18.) 

Rhythm {Tala) 

'The arising, enduring and disappearance of the three worlds 
come from rhythm (tala). From the worm onward, all animals 
move by rhythm. All works in the world depend on rhythm. It is 
by rhythm that the son and the planets move." (Quoted in Ruga- 
kalpa-druma.) 

"Song, dance and the playing of instruments depend upon 
rhythm." (SangUa-ratnakara, 5, 2; S' htva-tattva-taina k wa , 6, 9, l) 

Indian music uses a large variety of rhythms or “tala-sT 

“The syllable ‘ta: represents Shankar a (Shiva*) the 'Giver of 
Happiness’, thejsyliable 'la’ the ‘Lady of the Mountain’ 
(Parvati). Rhythm is called 'tala’, because it is the union of 
the First Principle (Shiva) and his Energy (Shakti = Parvati), 
Shiva and Shakti being its very nature, rhythm (tala), one 
with the life-breath, is meritorious, leads to fame, gives enjoy¬ 
ment and Liberation and so is cherished by Yogis." (Quoted in 
Raga-kalpa-druma and in Shiva-tattva-ratnakara, 6, 9, 3, in the 
latter the first two sentences only.) 
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In th zAldpa, the first exposition ofthe theme in slow tempo, 
l here isno complex rhythm, though there are metric units 
(matra-s). Rhythm ic formulae will be introduced only when, 
alter the Aldpa, the development of variations requires a; 
rhythmic system. The thematic notation of the raga- s is 
lieiiessarily based on the first exposition of the theme in the 
Mafia and cannot, therefore, use any definite tala. j 

Mnemonic monosyllabic names (bol-s) representing the dif¬ 
ferent strokes on the drums (tabla or pakhavaja) are used to 
memorize the basic rhythms. For the tabla, these basic rhythms 
m e called "theka’. The syllables used to represent the 
st rokes on the large drum (pakhavaja) differ from those for the 
tabla: they are called “thapiya”. 

A rhythm, or tala, consists of three elements—an initial beat 
called “sama”, other beats called “tali”, and empty beats or 
rests called “khali”. The middle point of a tala is called 
“visama”. 

The first beat of each tala (the “sama”) is usually marked 
x or t, the subsequent beats (“tali-s”) are marked 2, 3, 4> etc., 

I lie empty beats or rests (“khali-s”) are marked o (or | ). 

Each of the equal time-units (represented here by distinct 
syllables) is called a mdtrd. 


The Main Rhythms ( Tdla-s ) 

"The f:iet; is the main part of the body and the nose is the centre 
,,| | he fare. A song without rhythm is like a face without a nose." 
[Snn 0 ta Ratnakam, Nadarlha Rdga mala.) 


Tala Dddard 6/4 
b mdtrd s (time-units), one main beat 
( I ablft hoi s). 


J. 


nhTii HliTn fllta 

1 1 1 

D bl Tl Nft 

1 1 1 

i - 

1 1 1 

0 

V-. ’ 


ensure bar can 

, have the v 

J. 


JHlTn Tin Dim 

I I I 

Dim Tt Nn 

1 1 1 

1 1 1 

1 1 1 

0 
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Pati Tala 6/4 
6 matrd- s, 2 main beats 


J 

Dha TT 

f f 

0 

Dha Ge Tu Na 

Fiji 

1 1 

X 

1 1 II 

2 


Tala Tivra 7/4 
7 matrd- s, 3 main beats 
(Pakhavaja bol-s} 


J. ,J 

Dha Bin Ta Tit* tat a 

\ 1 1 uu 


j 

Gadi Sana 

u u 

3 


7 matra- s, 3 main beats 


Teord 7/4 

J. 

Dha Din Ta 

I I I 


Kota Tag 

U I 


Gadi Ghina 

u u 


7 matra-s, 3 main beats 
(Tabla bol-s) 


Rupaka 7/4 


j. 

Dhin Dha Trik 

1 1 I 

J 

DhTu Dhin 

1 F 

j 

Dha Txik 

1 1 1 

X 

1 I 

2 

1 1 

3 


8 matrd- s, 3 main beats 
(Tabla bol-s) 


Tritala 8/4 


Dha Dha Dhin Dha 

Dim Dhin Dhin Dha 

Dha Tin Tin Ta 

J 

Ta Dhin Dhin Dha 

LJ LJ 

l_l LJ 

2 

U LJ 

0 

U LJ 

3 


or: 


J 

J 


J 

Ta Dhin Dhin Ta 1 

Ta Dhin Dhin Ta 

Ta Tin Tin Ta 

Ta Dhin Dhin Ta 

u u 

X 

U LJ 

2 

u u 

0 

u u 

3 


Tilavddd 8/4 
8 matrd- s, 3 main beats 
(Tabla bol-s) 

J j 


Dha Trika Dhin Dhin 

1 —u lj 


Dha Dha, Tin Tin 

U LJ 


T£ Trika Dhin Dhin Dha Dha Dhin Dhin 

LJ U U 
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or: 


Dha S Era Dha Dhl 

LU U 


J 

Dha S Kra Dha Dha 

LU U 


Ta S Kra Dha Dha 

LU U 


J 

Dha S Kra Dha Dha 

LU U 


Malta Tala 9/4 
9 matrd- s, 6 main beats 


(Tabla bol-s) 


J i J 

Dha Dhi Da Na ta 

u u 


9 mdtra-s, 2 main beats 


Chandrakridd Tala 9/4 

9 matrd- s, 4 main beats 

J j J 

Dhl Na Dhl Dhl Ks Ta 

! I I I U 

X 2 3 

Jhapatdla 10/4 

10 matrd- s, 3 main beats 


J i 

J 

J . 

J 


Bhi Da Na 

Ka Ti Ta 

Ka Ta Ga Di ^ 

EH Na 

UUU 

u 

U 

u 

3 0 

4 

5 

6 

0 

Tala 9/4 




J 

J. 

_ 



Dhl S Na 

Ta Ge Na 

Ti Ta 

Ka Ta 


1 u 

X 

1 1 1 

2 

! 1 

0 

1 1 



Ti Bfl Ki Ta Dhl Dhl Na 

L 

4 


uuu 1 1 


also given (tabla bol-s) as: 


Or (pakhavaja bol-s): 


6 


— _ 

d- 

Dha Ge 

1 ] 

Dha Ge Din 

F f 1 

Ta Gi 

1 1 

Dha Gb Din 

1 r r 

1 1 

X 

1 I 1 

2 

1 1 

0 

1 1 1 

3 

J 

l 


J. 

Dhl Na 

i 1 1 

Dhl Dhl Na 

1 1 F 

Ti Na 

1 1 

Dhl Dhl Na 

1 1 J 

l 1 

X 

1 1 r 

2 

1 1 

G 

1 1 1 

3 


J 

J- 

_ 

6 - 

Illm S 

Dha Gl Ki 

Ta Ka Da 

Dha KI Ta 

i 1 

1 1 1 

u 1 

1 1 I 

X 

2 

0 

3 


Sula Tala 10/4 
10 mdtra-s,, 3 main beats 


J 

Dhet Dha 

Din Til 

J 

Kit* Mm 

J 

Ti Ta Kd Ta 

Gadi Ga Nn 


1 1 

0 

U 1 

u u 

u u 

X 

2 

3 

0 




















































































70 


RYHTHM 


Suraphakta 10/4 
10 matrd- s, 3 main beats 


J 

__ 

J 

J 


Dha Ghe De 

Nag Dhl 

Ghe De Nag 

Gad Dhl 

Ghs Bk Nag 

I u 

1 I i 

U I 

1 1 

U ! 

X 

0 

2 

3 

0 


Jagapala Tala 11/4 
11 matra- s, 4 main beats 


J 

DhTn Dhln Na Ka DhTn Dhln 

J. 

Dhage Tir&kita 

J 

Dhln Na Ka 

J 

Dhl Naka 

1 1 U 1 I 

It 

u u_u 

2 

1 u 

3 

1 u 

4 


Bhanumati Tala 11/4 
11 matra-s, 4 main beats 


G 

Dhl Trik DhTn Naka 

j j 

Dhita Dhita Dh& Tita 

J. 

Kata Gadi Gana 

1 1 1 u 

u u 1 u 

uuu 

X 

2 3 

4 


Mandarl Tala 11/4 
11 matra-?,, 4 main beats 


J L 

Dha Dhi Ta 

1 [ 1 

J 

Ki Ta 
[ [ 

JL 

Dha Ki Ta 

] F J 

J. 

Ta Ki Ta 

i J r 

1 f f 

X 

2 

1 I 1 

3 

! 1 1 

4 


Chautdla 12/4 
12 matra -s, 4 main beats 
(Pakhavaja bol-s) 


j_ _ 

[J 

J J 

Dha Dha Din Ta 

Ti Ta Dha Din Ta 

Ti Ta ta Ta Ga Di Ga Na^ 

1 1 1 1 
x 0 

O - 

U U U u 

3 4 


Eka Tala 12/4 
12 matra- s, 4 main beats 
(Tabla bol-s) 


J 

DhTn Dhln Dhagi Trika 

J _ 

Tn Na Kat Ti 

J J 

DhTn Trika Dhln Na 

1 1 u u 

MM 

IUII 

* 0 

2 0 

3 4 


RYHTHM 


Or: 


J - 

Dhl Dbi Na Ta 

I I I I 

x 0 


J _ 

Tu Na tat Ta 

Mil 

2 0 


J J 

Dbi Tre te DhT Ns 

IUII 

3 4 


Udaya Tala 12/4 
12 matra- s, 3 main beats 

j j (j 


Dhln 3 Na Trika Dhln 3 

1 u u 1 1 


Na, Ka 


Ti S Na Trika T In Ti 

U U I I 


Pharodasta Panja Tala 14/4 
14 matra-s, 5 main beats 


J 

Dhln DhTn 


Dhi Trika 

I u 


J 

Tn Na 

I I 


Eat Ta 


J 


Dhln Trika 


u 


J 


Dhln Trika 


u 


J 

Dhln Trika 

I u 


Add Chautdla 14/4 
14 matra-s, 4 main beats 
(Tabla bol-s) 


Dhln Ti Rt Ki D. 

1 1 - 1- 1 J 

6 

Dhln Na 

| | 

TG Na 
| [ 

6 

Kat Ta 

| | 

Ti Ra Ki Da Dhl 

1 1 1 1 1 

d 

Na Dhl 

1 1 

DhT n£ 

| | 

X 

2 

0 

3 

0 

4 

0 


Or: 


Dha Go 


Dha Ge 


! I 


J 

Kat Ta Ga 

[ u 


Ta Te JCa Ta 

u u 


Ga Di Ghi Na 

u u 


Dlpachandl 14/4 
14 matra-s, 3 main beats 
(Tabla bol-s) 


J- 

0 


G 

DhTn DhTn 3 

1 1 1 

Dha Ga Tin 3 
1111 

Ta Tin S 

1 1 1 

Dha Ga DhTn 3 
1111 

1 1 1 

X 

III! 

2 

1 1 1 

0 

I 1 1 1 

3 


Yata 14/4 

i.| mdlrd-s, 3 main beats 


l 

O 


O 

Ta Dhi Nrt 

1 1 I 

Ta Ta Dhi Na 

1 1 1 1 

Ta Ti Na 

f 1 1 

Dhi Na Dhi Na 
11(1 

1 I 1 

it 

III! 

2 

1 1 1 

D 

III! 

3 
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RYHTHM 


Suraphakta 10/4 
10 mdtrd-s, 3 main beats 


J 


J 

J 


Dha Gh* Da 

Nag Dhi 

Ghe Do Nag 

Gad Dbl 

Glie Dr Nag 

1 u 

1 1 1 

u 1 

1 I 

u 1 

X 

0 

2 

3 

0 


Jagapala Tala 11/4 
11 matra-s, 4 main beats 


L 

Dhia Dhin Na Ea Dhin Dhjri 

1 1 u 1 1 

x 



J 

J 

Dhage Tirakita 

Dhin Na Ka 

DhT Naka 

U UJJ 

1 u, 

1 u 

2 

3 

4 


Bhanumali Tala 11/4 
11 matra-s, 4 main beats 


0 

Dha Trik Dhin Naka 

J J 

Dhita Dhita Dh& Tita 

J. 

Kata Gadi Sana 

1 1 1 LI 

u u 1 u 

uuu 

X 

2 3 

4 


Mandari Tala 11/4 
11 matra-s, 4 main beats 


J. 


Dha Dili Tft 


Ei Ta 


J. 


Dha Ki Ta 


i I 


l 


Ta Ki Ta 


Chautdla 12/4 
12 matra-s, 4 main beats 
{Pakhavaja bol-s) 


J_ _ 

J _ _ 

J J 

Dha Dha Din Ta 

Ti Ta Dha Din Ta 

Ti Ta Ea Ta Ga Di Ga Na^ 

1 1 II 

x 0 

u 1 1 1 

2 0 

u u u u 

3 4 


Eka Tala 12/4 
12 matra-s, 4 main beats 
(Tabla bol-s) 


J 

| J _ 

J J 

Dhin DhTa Dh &gi Tr1ka 

Tu Na Eat Ta 

Dhin Trika Dhin Na 

1 1 u u 

III 

1 U I 1 

x 0 

2 0 

3 4 


A *YHTHM 


Or: 


J - 

Dhi Dhi NS Ta 

I I II 

x 0 


J _ 

Tu Na Kat Ta 

1 I I I 

2 0 


J J 

Uhl Tre Ee Dhi Na 

lull 

3 4 


Udaya Tala 12/4 
12 mdtrd-s, 3 main beats 


J 


OJ 

Dhin S Na Trika Dhin 5 

1 u u 11 

X 


J 

Ni Ea 

I I 


Ti S Na trika Tin TI 

I U U I I 

3 


Pharodasta Panja Tala 14/4 
14 mdtrd-s, 5 main beats 


J 

Dhin Dhin 

I I 


Dha Trika 


u 


J 

Tu Ni 


Eat Ta 

I I 


J 


Dbin Trika 


u 


J 


Dhin Trika 


u 


J 

Dhin Trika 

I u 


Add Chautdla 14/4 
14 mdtrd-s, 4 main beats 
(Tabla bol-s) 


el 

Dhin Ti Ra Ki Da 

6 

Dhin Na 

T5 Na 

J 

Kat IS 

Ti fta Ki Da Dhi 

J 

Na Dhi 

Dhi Na 

1 l_l LJ 

| | 

| [ 

| | 

1 1 1 1 1 

| | 

| | 

X 

a 

0 

3 

0 

4 

0 


Or: 


Dim Oe 


Dha Ge 


I I 


J 

Kat Ta Ge 

I u 


I I 


Te Te Ka Ta 

u u 


Ga Di Ghi Na 

u u 


Dipachandl 14/4 
14 mdtrd-s, 3 main beats 
(TablJboU) ' 


l 

0 


0 

Dhtn Dhin S 

1 I 1 

Dha Ga Tin 3 

1111 

Ta Tin S 

f 1 I 

Dha Ga Dhin S 

fill 

1 1 1 

X 

2 

0 

INI 

3 


Yuta 14/4 

t.| mdtrd-s f 3 main heats 


l 

o 


0 

T* Dhi Nn 

1 1 1 

Tii 'IV Dhi Na 

till 

Ta Ti Na 

1 1 1 

Dhi Na Dhi Na 
| | | | 

1 1 1 

i 

III! 

1 

1 1 1 1 
0 

III! 

5 
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RHYTHM 


Brahma Tala 14/4 
14 mdtrd- s, 10 main beats 

J i J J t j j j ( j 


Dha Dhl Na Ma Ea 

1 u u 

X 0 2 

J J 

Dbi Na Dha Dhl 

u u 

B 9 


Dhl Na Na Ka Dhld Dhld 


u u 

3 0 

J i 

Na Na Ta Ka 

u u 

10 0 


Dhl Na Ha Ka Dhld 

U U I 

& 0 7 


Jhumard Tala 14/4 
14 mdtrd- s, 3 main beats 
(Tabla bol-s) 



0 


DhTn S Dha Tri Ka 

Dhln Dhln Dhagi Trik 

Tin 5 Ta Tri Ea 

1 u u 

1 1 u 1 

2 

1 u u 

0 


Dhln Dhln Dhagi Trik 

I 1 U I 

3 


The alternative measure-bar can have the variation: 


J. 

DhTn DhTn Na Kn 

I I u 


Dhln Dhin Dha G-i Trik 

U I 


2 


Tin Tin Na Ka 

[ [ u 

0 


Dhin Dhln Dha#i Trik 

I I U I 

3 


Dhamdr Tala 14/4 
14 mdtrd- s, 3 main beats 
(Pakhavaja bol-s) 

Kadh, Ghi Ta Dh 

I I I I 


J 


0 

Dha S 

f I 

Gat Ti Ta 

F 1 f 

Ti Ta Ta S 

riii 

2 

1 1 

0 

1 II 1 

3 


Or: 14 mdtra-s, 3 main heats 


1 

Ka DhE Te 

1 F F 

Dha Ta 

[ ] 

J 

Dha S 

[ I 

Jt 

Cfa Di Ha 

I F ] 

J 

Di Na 

f 1 

TS s 

1 1 

i f r 

X 

I 1 

0 

1 [ 

2 

1 1 1 

0 

I 1 

3 

1 1 

0 


RHYTHM. 
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Gaja Jhampa Tala 15/4 
15 mdtrd- s, 3 main beats 
(Tabla bol-s) 


0 

Dha Dhl Ha Ha Ka Ta Ka 

0 

Dha Dhina Ka Ka Ta Ka 

Dhina Na Ea Ta Ea Eita 

1 u u u 

X 

1 u u u 

2 

u u u u 

0 


J. 

Taka G&di Gina 

u u u 

3 


Banja Sadhd Tala 16/4 
16 mdtra-s, 5 main beats 


J 

Dhln Dhln Dha Tira Eita 

I I I 


J _ 

Tu Na Eat Tl 

1 I I I 

2 0 


Dha Trika Dhln Nak ft 

I U i u 


J 


Dha Trika 


U 


J 


Dhln Naka 


u 


Chhakka Tala 16/4 
t6 mdtrd- s, 6 main beats 


j 


Dhln Dhln Dha Tira Eita 


J _ J 

Tuna Katta 


1 1 1 1 

=LU 

u 

x 0 


2 

J 

J 


Nag* lira KtU 

Tuna KaLta 

U LUJ 

L! U 

5 

6 


U dir a n a Tala 


_ J 

Dhaga Tita Gadi Gana 

U U U LI 

0 4 


l(> mdtrd s, \ main heals 


O" 

f) 

0 '♦ 

Dim n HI Tin IU Uhl pi 

I | I I I I 

TI Ta 

I I 

Ta tf K t I n Ta Ka Tin 

1 II M | 

* 

1 1 

J 
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RYHTHM 


Shikhara Tala 17/4 
17 matrd-s, 3 main beats 


O' 

Dim Trill China, NaJta. Thun G* 


! I U U I ! 

x 

J J. 


Dim Titft 


Kata Gad! Gina 


1 u 


uuu 


Dhlna. N&kft Dhuna Kita Taka Dheta 

u u u u u u 


0 


('" Syncopation 

“From the point of view of rhythm, the attack of the sound 
can be of three kinds: 'on the beat’ (sama), 'after the beat’ 
(atita) and 'before the beat’ (anagata). 

“When the rhythm follows exactly the same timing as the 
song (dance, instruments), etc., and the stroke (of the drum) 
comes together with the rhythmic clap of the hands, this is 
known as the attack ‘on the beat’ (sama). 

“When the attack (of the note) in the song comes after the 
clap of the hand, this is known as 'after the beat' (atita). 

"And when the note has a slight tendency to be attacked 
early, when the hand is just lifted to clap, this is known as the 
attack ‘before the beat' (anagata).’’ ( Sangita-sdrdmrita (13th 
Chapter, p. 166, Madras ed.) 

Played “after the beat”, the note is said to express reluct¬ 
ance, doubt. 

Played “on the beat”, the note expresses precision, 
soberness. 

Played “before the beat”, the note is said to express joy, 
liveliness, vitality. 


CHAPTER IV 


MELODIC DEVELOPMENT 


Melodic Movement (Varna) 

Au. types of melodic forms or their variations through which 
a scale can be developed are called “melodic movement” 
(varna). There are three possible elements in melodic move¬ 
ment—ascending, descending and keeping to the same note. 
A mixture of these three is said to form a fourth kind of 
melodic movement, called "wandering” (sanchari). 

“The action of singing is called 'melodic movement’ (varna) v 
11 is of four kinds, defined as: level, ascending, descending and 
wandering.” ( Sangita-ratnakara, 1, 6, 1; SangUa-darpana, 

1 160.) 

“Holding the same note continuously is called sthayi (level); 
Hie two others are as their names indicate: ascending is called 
droha, descending is called avaroha\ a melodic movement com¬ 
bining all these features is called sanchari (wandering).” 
(Sangiia-ratndhara, 1, 6, 2-3; SangUa-darpana, 1, 160-161; 
Skiva-tattva-ratnakara, 6, 7, 82.) 

The “level” (sthayi) melodic movement is also described as 
follows: 

“Where Ihere are many intervals, this is called ‘level’ 
(Mh;lyl) melodic movement. And when a motive begins and 
cinl'. on lln- same note this is also 'level' (sthayi).” (Shiva- 
hi/tvn ratn&kara, b, 7, 84—85.) 

“lln singing ol verses on one note only is called sthayi 
(level) melodic movenienl.” (Drtttilam, t)8.) 
















# 

Tana-s {Melodic Figures) 

“The 490,000,000 tana -s are divided into three categories.” 
(Narada Samhita, 2, 64.) 

Tana -s are the melodic figures formed by combining the 
notes. 

“The weaving together of the notes forms the tana-s (melodic 
figures).” (Naradlya Shiksha, I, 2, 6.) 

Originally the word tana meant "tone" and is used in that 
sense in some of the earlier treatises. The meaning changed, 
however, before the Christian era and since then it signifies 
melodic figures. 

Melodic figures are divided into two categories, those be¬ 
longing to only one mode and those belonging to several 
modes, the first being known as pure (shuddha tana-s), the 
second as deceitful (kuta tana-s). Since a difference in any of 
the notes brings a change of mode, only figures, that make 
use of all the notes of a mode can be said to really belong to it. 
Thus the shuddha tana-s are usually said to be identical with 
plagal forms of the scales (the murch'hana-s). 

"The tana-s (melodic figures) are of two kinds—pure 
(shuddha) or deceitful {kuta). A pure tana is that through 
which the form of one raga only can appear, while a deceitful 
tana is one through which the forms of two or more different 
rdga-s may appear because it is common to several. For some 
unknown reason the ancient writers have not explained the 
use (of the pure tana-s) in practical detail. But all agree that 
their number is eighty-four. In the opinion of some, they arc 
developed from the murch’hana-s (plagal scales).” ( Chalur - 
dandi-prakdshikd.) 

"The melodic figures by which a mode, a raga, can be 
developed the wise call tana -s (extensions). They are defined 
as of two kinds—pure (shuddha) or deceitful (kuta). The 
secret of the definition of the shuddha tdna-s is not to be 
developed here, so I need not speak of them.” (Quoted in 
Shnmallakshyasangitam.) 

The number of possible note-combinations that can be used 
to form melodic figures is theoretically very large. 

"In each of the plagal scales (murch’hana) there are five 
thousand and forty (possible) kuta tdna-s.” {Sangita-ratndkara, 
i. 4 - 33 -) 
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“In these fifty-six murch’hana-s are counted 282,240 com_ 
ptete (pure) and deceitful (kuta) tdna-s.” (Sangita-rdtnakara, 

B 4 . 34 - 35 -) 

In present-day music the word "tana” is often used for 
niTCtffieHrialamkai-a). These ornaments form groups of notes 
or small melodic figures that repeatedly recur. When similar 
tana-s follow one another in ascending sequence this is called 
dhali (rolling). 

E.g. 












\ etc 














t* 

*1 





The same, descending, is called pratyahati (rolling down). 

Ascent and Descent {Aroha, Avaroha) 

The determining element in a mode, its ordered succession 
ul notes, often differs in the ascending and descending forms. 
For example, many modes are pentatonic (audava) or hexa- 
tonie (shadava) ascending, and heptatonic (sampurna) de¬ 
ne ending. Some have one or two of their notes natural 
(shuddha) ascending, and flattened (komala) descending, and 
ho on. But the true scale of a mode, that which defines its full 
1 ■ * |hi■ ssion, is always the descending scale. In all ancient modal 
systems, the scale runs downwards from the upper tonic (Sa): 
In (leline. a. mode by giving its ascending scale first is a compara- 
Hvely recent practice. Ascending scales always have an explo¬ 
it lory charac ter. wM fi descendmg“scales, in any music, allow 
(•i. ater precision and clearer differentiation and should there¬ 
fore- always betake n as th e standard. . 

In I hose parts of India whercTaTchaic forms of speech and 
song have been preserved (as, for example, in some of the 
valleys of lIn- Himalayas), songs and the playing of instru- 
n 11 hi Is always star! from the upper tonic in a descending scale. 


Alamkdra [Ornaments] 

. “A miikwly without ornament is like a night Without moon, a river 
without wilier, n vine without I lowers, or a woman without jewels . 1 
(NiitVit SMstra t 29 , 75 .) 

I lu alaniMra s m lI k; Indian systems a rt; themdodir adorn 
mrnlv, thot is omnmrulnl groups of nolrH, voraldatioiis, Hr. 
| \ U \ t|i I In Irt 1111 I ho nm.imrnls of not oh, or gatmha-s, Min 


' i 
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VELOPMENT 


a combination of several 
{Sangita-ratndkara, i, 6, 3; 


/ 


latter being the various ways of attacking and inflecting 
individual notes. '■ 

"An ornament (alamkara) is 
‘melodic movements’ (varna-s).’’ 

Shiva-tattva-ratnakara, 6, 7, 44.) 

The ornaments, now often confused with tana -s (melodic 
figures); ate vocalisations or groups of notes used to adorn the 
melody. 

Alamkara -s are divided into four types, like the varna-s 
1 from which they are derived. The sthayi alamkara -s (or level 
, ornaments) are simple vocalisings which return to the' note 
' from which they start or to its octave; the drohi (ascending) 
ornaments lead from one note to another higher ‘not^The 
avarohi (descending) ornaments lead from one note to a lower 
one; and the sanchdrl (wandering) ornaments are elaborate 
vocalisations combining the previous ones. 

The sthdy i (level) alamkara -s number seven: 

The seven sthayi aiamkdra-s are prasauva-dcii 1 (beginning 
low), prasanna-anta (endinglow), prasanna-adi-antu (beginning 
and ending low), prasanna-madhya (low in the middle); then, 

' krama-rechita (orderly gallop), prastdra (the expanded) and 
prasada (the serene)." (, Shiva-tattva-ratnakara, 6, 7, 85-86.) 

In the Brihaddeshi (comm, on r, 120) these are defined as 
follows: 

'I “Prasanna-ddi (beginning low) starts from below and 
ascends to the upper octave, thus: 

Sa Ri Ga Ma Pa Dha Ni Sa.” 

Do Re Mi Fa Sol La Si Do 

“Prasanna-anta (ending low) descends from above thus: 

Sa Ni Dha Pa Ma Ga. Ri Sa.” 

Do Si La Sol Fa Mi Re Do 

" Prasanna-adi-anta (beginning and ending loyy) is low in 
the beginning and the end and high in the middle, thus: 

Sa Ri Ga MaPa DhaNiSa Nr Dha Pa MaGa Ri Sa.” 

I Do Re Mi Fa Sol La Si Do Si La Sol Fa Mi Re Do 
“Prasanna-madhya (low middle) is low in the middle or high 
7 at the beginning and the end, thus: 

Sa NiDha Pa MaGa Ri Sa Ri Ga Ma Pa DhaNiSa 
Do Si La Sol Fa Mi Re Do Re Mi Fa Sol La Si Do 

1 The word prasanna ("pleasing”) is used in music as a technical term 
synonymous with mandra ("low”): "The, word mantra ("low") is used tor a 
pleasing (prasanna) sound." (Brihaddeshi, comm. 1, 120,) 
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lhe span of the three other alamkara- sfs either less or more 
thkn'an octave, but their definitions in the Shiva-tattva-ratnd- 
kara are not clear. 

Further "there are twelve ascending and twelve descending 
melodic figures used as alamkara- s.” {Shiva-tattva-ratnakara 
7. 94-) 

A mong them the wandering (sanchari) alamkdra-s are the 
most"numerous. “Seven are chiefly used by musicians. They 
■ ire. tara-mandra-prasanna (high-low-low), mandra-tdra-pras- 
anna (low-high-low), dvartaka (whirlpool), sampradana (gift), 
vidhuta (waved), upalolaka (rolling) and ulldsita (laughing).’’ 
{Shiva-tattva-ratnakara 6, 7, 96-98.) 

In the Shiva-tattva-ratnakara (6, y, 101) these are defined: 


,(i) I dr a-mandra-prasanna (high-low-low) is like prasanna- 
ddi. 

/ (2) Mmdra-tdra-prasanna (low-high-low) is like prasanna- 
anta. 

( l) Avartaka (whirlpool): 

Sa Sa Ri Ri Sa Sa Ri Sa; Ri Ri Ga Ga Ri Ri Ga Ri; 

Ga Ga Ma Ma Ga Ga Ma Ga; etc. 

I >0 Do Re Re Do Do Re Do; Re Re Mi Mi Re Re Mi Re- 
Mi Mi Fa Fa Mi Mi Fa Mi; etc. 

i(-|) Sampradana (gift): 

Sa Sa Ri Ri Sa Sa; Ri Ri Ga Ga Ri Ri; 

Ga Ga Ma Ma Ga Ga; etc. 

I lo Do Re Re Do Do; Re Re Mi Mi Re Re- 
Mi Mi Fa Fa Mi Mi; etc. 

(5) Vidhuta (waved): 

Sa Ga Sa Ga; Ri Ma Ri Ma; Ga Pa Ga Pa; 

Ma Dha Ma Dha; etc. 

I>(1 Mi Do Mi; Re Fa Re Fa; Mi Sol Mi Sol; 

Fa La Fa La; etc. 

(fi) (tpalolaka (rolling): 

Sa Ri Sa Ri Ga Ri Ga Ri; Ri Ga Ri Ga Ma Ga Ma Ga; 

Ga Mil Ga Ma Pa Ma Pa Ma; ok\ 

Do Ke ho Re Mi Re Mi Re; Re IVIi lie Mi Fa Mi Fa Mr 
Mi I'n Mi Fa Sol Fa Sol Fa; etc. 
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So 

(7) Ullasita (laughing): 

Sa Sa Ga Sa Ga; Ri Ri Ma Ri Ma; Ga Get Pa Ga Pa; 

Ma Ma Dha Ma Dha; etc. 

Do Do Mi Do Mi; Re Re Fa Re Fa; Mi Mi Sol Mi Sol; 

Fa Fa La Fa La; etc. 

. " 

Grace { Gamaka ) 

Graces (garnaka-s) are the ornaments of the notes." (Sanpita- 
darpana , comm. 2-4.) h 

“When, in singing, a note rises from its own pitch and 
moves toward another so that (something of the expression of) 
the seconct sound passes like a shadow over it, this is called a 
grace (gamaka).” (Sangita-samaya-sara, i, 47,) 

The. ways in which notes can be attacked, ornamented or 
resolv ed are known under the general name of gamaka. 

' In Indian music these graces arc very elaborate and present 
an endless variety. They may, however, be analysed: Sharn- 
gadeva and Narada III consider that their constituent ele¬ 
ments number fifteen. Parshvadeva reduces them to seven, 
Narada II extends them to twenty-one, 

"Gamaka- s, also called 'roaming about’ (charana), are said 
to be of twenty-one kinds.” (Sangita-makaranda, 2, 17.) 

“The grace that pleases the mind of the hearer is a gamaka. 
These are of fifteen different kinds, called tiripa (flurry), 
sphurita (throb), kampita (shake), Una (melting away), dndolita 
(swing), vali (ripple), tnbhinna (threefold), kitrula (curl), dhata 
(struck), ullasita (laughing), plavita (overflow), gUmphita 
(tied), mudrita (sealed), ndmita (obeisance), mishrita (mixed).” 

( Sangita-ratndkara , 2, 3, 87-89.) 

“Seven of the. gamaka-s are more particularly known. They 
are sphurila, kampita, Una, tiripa, dhata, dndolita and trib- 
hinna.” ( Sangita-samaya-sara , 1, 48.) 

The Sanskrit definitions of the gamaka-s are not always 
clear. They are interpreted here in a way which presents the 
most likely results for the formation of the combined graces. 
Some of them may, however, have been misunderstood" 

All definitions of the gamaka-s in the Sangita-ratndkara are 
reproduced with a few minor variations in the Shiva-tattva- 
ratndkara, 6,7, 100—116. 


MELODIC DEVELOPME N T 

(1) The Flurry (Tiripa) (or Tiripu) 
,is now called Hillola a 

PI 


Si 


"A lovely quivering like a very gentle stroke on the drum, 
lasting only a quarter of a quaver (druta—i.e. one-eighth of a 
matra) is known as Tiripa.” (. Sangita-ratndkara, 2, 3, 89-90.) 

“When the intervals quickly move round like a whirl, this 
the connoisseurs of music know as Tiripu.” (Sangita-samava- 
sara, 1, 52.) 

(2) Throb (Sphurita) 
now called “Gitkiri” 


* 


“The speed of sphurita is exactly one-third of a quaver (i.e. 
one-sixth of a matra).” (Sangita-ratndkara, 1, 3, 90.) 

(3) The Shake (Kampita) 
now called “Khatka” 


“The Kampita gamaka lasts a semi-quaver (i.e. one-quarter 
matra).” ( Sangita-ratndkara, 2, 3, 91.) 

“A shake of the note at twice the speed of a quaver (i.e. 
one-quarter matra) is known as Kampita.” (Sanglta Samaya- 
pdra, i, 50.} 

(4) Melting away (Lina) 




“The speed of Lina is that of a quaver (druta = one-half 
mfitra).” ( Sangita-ratndkara , 2, 3, 91.) 

“When a note at the speed of a quaver softly melts info 
another neighbouring note this is called Melting away (Lina).” 
(Sangita-samaya-sara, 1, 51.) 

(5) Swing (Andolita) _f)_ 

“Andolita lasts one crotchet (one matra),” (Sangita- 
ratndkara, 2, 3, 91.} 

"Whatever the speed of singing fast, medium or slow a 
swing lasting one crotchet (matra) constitutes the grace called 
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Andolita.” (Simhabhupala commentary on the Sangita- 
ratndkara, 2, 3, 90.} 

"When there is a rocking of the notes lasting one crotchet 
or mdtra, this grace is spoken of as a 'swing’ by connoisseurs of 
music." ( Sangita-samaya-sara, 1, 54.) 

(6) The Overflow (Plavita) I) 




"When the shake of the notes lasts three crotchets (1 pluta 
= 3 matra-s) this is called an Overflow.” [Sangita-ratndkara , 
2 . 3 . 94 -) 

(7) The Ripple (Vali) 
how called Mida 




"Any kind of fast sliding is called a Ripple (Vali).” [Sangita- 
ratndkara, 2, 3, 92.) 

(8) The Curl (Kurula) 

now called Gkasita Q _ 

fEfrf- 


“Kurula is like Vali but performed softly with a contracted 
throat." [Sangita-ratndkara, 2, 3, 93.) 

(9) The Sealed (Mudrita) 

"The gamaka called Sealed is produced by closing the 
mouth." (. Sangita-ratndkara, 2, 3, 95.) 

(10) The Tied (Gumphita) __ 

-P w • 

"A deep aspirate descending into the chest is called Tied 
(Gumphita)." ( SangUa-raindkara, 2, 3, 93.) 

(11) The Threefold (Tribhinna) 

"The Threefold is a compact ornament running at one 
' stroke through three notes without any rest.” (Sangiia 
ratnakara, 2, 3, 92.) 

“A grace that touches three distinct points and amalgamates 
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the qualities of all the three, turning round the note in a 
single (low, is traditionally known as the Threefold (Trib- 
liinna).” (Sangita-samaya-sara , 1, 55.) 

The Brihaddeshi calls this ornament Kuharita (Cuckoo) in 
l he middle octave and Rechita (the Gallop) in the higher 
octave. 

(t2) Struck (Ahata) 



"Striking a neighbouring note and coming back is known as 
‘Struck’ (Ahata)." [Sangita-ratndkara, 2, 3, 93.) 

"Striking the next highest note, touching it slightly, and 
quickly coming back is called ‘Struck’ (Ahata)." (Simhabhu¬ 
pala comm, on the Sangita-ratndkara, 2, 3, 93.) 

Matanga calls this ornament the Point (Bindu): 

"When, after remaining a long time on a note such as Sa 
(Do), one touches with the speed of fire a higher note, remains 
there but for a semi-quaver (Kala = J matra) and again comes 
down to the original Sa, this is the Point {Bindu).” (Brihaddeshi, 
comm, on 1, 120.) 

A succession of Ahata -s makes a sort of sobbing trill called 
Gadgadita (Sobbing), often used in Indian music. 

(13) Laughing (Ullasita) 




"When the notes follow one another in order this is called 
‘Laughing’ (Ullasita).” [Sangita-ratndkara, 2, 3, 94.) 

"In Ullasita the notes ascend, one following another.” 
(Simhabhupala comm, on the Sangita-ratndkara, 2, 3, 94.) 
(14) Obeisance (Namita) 


"A bowing down of the notes the expert in music calls 
Ndmita.’’ [Sangita-ratndkara, 2, 3, 96.) 

“Namita is an ornament in which the notes come down to a 
lower pitch as if bowing.” (Simliabluipalu comm, on the 
Sangita-ratndkara, 2, 3, 95.) 

(144) Liberated (Nivritta) 
is I he opposile of Ndmita. 
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"Touching another note for one semiquaver, as in Bindu, 
but stopping it without any tendency to come back is called 

Nivritta (Liberated)." (BrihaddesM, comm, on I, 120.) 

* * * 


Elaborate ornaments can be built from these elements. 
They are called the mixed gamaka- s. 

(15} Mixed (Mishrita) 

"Mixtures of these are known as the 'Mixed’ (gamaka-s). 
They are of many kinds.” ( SangUa-ratnakara, 2, 3, 96.) 

Examples of mixed gamaka-s, given in the SangUa-ratnakara, 
(3, 178-182): 

(1) Flurry—swing 
(Tiripa-andolita) 



(2) Melting away—shake 
(Lina—kampita) 



(3) Shake—struck 
(Kampita—-ahata) 



(4) Flurry throb 

(Tiripa—sphurita) 



(5) Melting away—throb 
(Lina—sphurita) 



(6) Throb—struck 
(Sphurita—ahata) 



(7) 


Melting away—shake—melting away 
(Lina—kampita—lina) 
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GITA (Music): 

"A particular arrangement of sounds which is pleasing [to 
hear] is called music (gita). It is of two kinds—sacred or 
celestial (gandharva) and profane (gana).” (SangUa-ratnakara, 
2, 4, 1, reproduced in Svaramela-kalanidhi, 2, 6.) 

GANDHARVA (Sacred or Celestial Music): 

“That [music] which, sung by celestial musicians or by 
those who know the theory of sacred music, which has come to 
them through the tradition, which knows no beginning, and 
which is the sure means of attaining Liberation, is known to 
(lie sages as Celestial (gandharva).” ( Sangitarratnakara , 2, 4, 2, 
and Svaramela-kalanidhi, 2, 7.) 

This celestial music is also called the "path” (marga) and is 
said to be composed in accordance with the cosmic laws of 
which physical harmony is but a reflection. 

"That music, source of [all] development, which, in the 
beginning, was seen by the Creator in his contemplation and 
afterwards performed by Bharata and the other seers in the 
resplendent presence of Shambhu (Shiva), the Giver of Peace, 
is called the ‘path’ (marga).” (Chalvdrimshacli hata-rdga- 
nirupanam, x, 8-9; and SangUa-ratnakara, 1, 1, 22-23.) 

The derivation of the word marga is given by Kallinatha: 
"Marga means ‘to contemplate’.” 

The relationships between spoken and musical sounds 
according to the Marga theory are given in the Rudra-dama - 
■rudbhava-sutra-vivaranam. 

GANA (Profane Music): 

"That [music] which is composed according to rules by 
experts, which is sung in the modes of secular or worldly 
music (deslii raga-s), and which charms the people is gana, 
‘profane music'." (SangUa-ratnakara, 2, 4, 3 and Svaramela- 
kalanidhi, 2, ().} 


1 >KSI IT (Secular Music): 

" The song, dance and playing of instruments, different 
Imm country to country and performed as people please, 
whirl 1 1 harms the heart, is called dcshi (secular).” (1 Chatvdrim- 
•.hat h’lmta ragit nirUpanain 1, 10; and Sa ngita-ratvdkara , I, 
i.kh) 
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Matanga believes that the word deshi (worldly) applies to all 
earthly music. "Sound (dhvani) goes everywhere in every 
place, hence it is called deshi.” (Brihaddeshi, I, 2.) 

"All the world, animate or inanimate, is subject to sound 
(dhvani). Sound is divided into two kinds—manifest and un¬ 
manifest. Manifest is the sound that comes to the lips in the 
form of a 'melodic movement' (varna), giving rise to deshi 
(secular) music”, (ibid., i, 12.) 

Styles of Singing or Playing 

There are many distinct styles in which the variations of a 
raga may be sung or played. Some of the most important are 
briefly described here. 

A. STYLES OF SINGING 

1. ALAPA is the sober exposition of the theme in slow 
tempo, with portamentos but no elaborate ornaments. 

2. SVARAMALIKA, OR SVARA-GRAMA, or SA-RI-GA- 
MA is a form of Alapa which is sung using the names of the 
notes. 

3. DHRUPADA is solemn and religious in style, usually 
sung in slow time and using only the more sober rhythms 
(tala-s). It is the noblest and also the most difficult style of 
singing. 

Bhava Bhatta in his Anupa Sanglta-ratndkara defines 
Dhrupada as follows: 

"Dhruvapada is a divine traditional style of singing that 
shines in the language and literature of the Middle Country. 
Composed of two or four sentences expressing the emotion of 
love, it is sung by both men and women. It consists of a poem 
set to the alapa of a raga with repetition of final syllables and 
of groups of syllables conveying different meanings. It has 
a metrical introduction in two verses, a prelude, a chorus, and 
a final stanza of noble style.” (Anupa Sanglta-ratndkara, 1, 

65-67.) 

Except for some minor developments in its style, the 
Dhrupad has remained very similar to the ancient Dhruvapada, 
and today it still represents the most austere and noble style 
in Indian vocal art. Vocalisations which belong to the Khydl, 
and the slight variations of the Thumrl, are not allowed here. 
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I n the Dhrupad the expression of the raga, the significance of 
the mode, is conveyed at its most profound level. A long pre¬ 
lude, the alapa, introduces the mode and the poem. The 
verses or individual words can be repeated several times and 
certain verses can recur like a refrain. 

4. DHAMAR is a lighter form of Dhrupad sung always in 
I hr Dhamar rhythm. It is mainly used for singing love poems 
in a light vein. 

5. JHORA is an alapa without portamentos. (Almost all 
Western vocal music would be considered as Jhora.) 

L. TAN J HORA is a_fast Jhora. 

7. KhXnDARVANI DHRUPADA is a Jhora sung with 
each note repeated several times as if the voice were shaking. 

H. In KHYAL elaborate ornaments are used, particularly 
us< ending and descending vocalisations, trills and grace notes 
(gamakn s) and repeated groups of notes or melodic figures 
(Iana s). Khydl is charming and light, often used for love 
songs. It is usually sung in madhya. tala (moderate tempo). It 
is one of I he most appreciated forms of Indian singing. We 
1 nigh I compare it to bel canto. 

i|. I AIM’A is a very elaborate style of singing in which each 
note of (hr Dhrupada prototype is delicately ornamented with- 
uitt. however, breaking or obscuring the general melodic line, 
tl is usually sung in madhya tala. 

10 . TIUJMKT combines Khydl, and Tappd in a very orna- 
meiilal form (gamaka-s), and repeats each word or line in 
varied styles. It is very lively, and can be adapted to panto¬ 
mime and dancing. It is usually sung in madhya tala. It has 
only one sthdyi and one antard. 

11 TKI.I.ANA-S are sung rhythmically on the syllables 
(hoi s) used to represent the strokes of the drum. 

I. ' DADRA S were originally folk-songs in Dadrd tala 
which developed into a lively style of classical singing. 

1 j. (.11 A/AI S (of Persian origin) are love-lyrics sung in 
.1 form mill. 11 lo light po|mlar Thumrl-a. They consist only of 
.111 anfuni with a simple melody. 

i.| ItllA [ANA S are religious popular songs with a fixed 
melody tU eornpailied by rhythmic instruments. They are 
■ illi n Ming 111 mixed ruga s. 

1 , KTlv IANA S are ■ imilai lo fthajunu s. Usually the Kir 
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tana-s form a succession of religious songs with changes of 
mood, and raga. This style is especially developed in Bengal. 

B. STYLES OF PLAYING (ON STRING-INSTRU¬ 
MENTS) 

1. VILAMPAT is the development of the theme in slow 
tempoTvitlTportamentos, etc, It corresponds to Alapa in 
singing. 

2. JHORA is played on the vina with the first two fingers 
only. ItTsTThe bare melody, each note separate, with neither 
portamento _nor ornament. 

3. JHALA is a rhythmic style in which each note of the 
melodyls 'followed by a fixed number of rhythmic strokes on 
the tonic. For example: 




4. THONK resembles jhora, but is played loud and fast. 

5. THONK-jHALA is a mixture of Thank and Jhald. 

6. In TA R PA KAN the strings are struck by rapid forward 
and backward strokes of the finger or a metal nail. 


CHAPTER V 


THE RAGA-S 


“ I >l<> not dwell in heaven, nor in the heart of yogis. There only I 
abide, 0 Narada, where my lovers sing.” (Narada Samhita, 1 , 7 .) 


"That which charms is a raga.” 

Indian music, like Arabian and Persian, always centres 
around one particular emotion which it develops, explains and 
cultivates, upon which it insists, and which it exalts until an 
impression is created on the listener which is almost impos¬ 
sible lo resist. The musician can then, if his skill be sufficient, 
lead hisaiidience through the magic of sound to a depth and 
inlensily of feeling undreamt of in other systems. 

I'lu> notes which are to convey particular emotions or ideas 
mus! lit! carefully selected from the twenty-two intervals of 
I Tic shrill i sea le and then grouped to form a mode, a raga. Any 
artificially constructed scale is not necessarily a raga, for its 
meaning may be confused and without appeal. The essential 
leal m e ol a raga is its power of evoking an emotion that takes 
hold of the hearers like a spell. 

"The word ‘raga’, is obtained by adding the suffix, ‘ghan’ 
(which indicates 'doing') to the root 'ranj', ‘to please’.” 
(.SVi ngUa-darpana, comm, on 2-1.) 

” I h.il group of notes (svara-s) which charms is a ‘raga’: 
so say I lie wise.” 

Win n all (lie notes that form a. mode combine to express 
one coherent mood, the raga appears more attractive and its 
magic more powerful. The mode must seize the mind and hold 
it a , il cuchaiiled. Then the mind "is charmed and becomes 
Io*.l in iI “. (Ruga-vibodha, t, 4.) 

"A a, I he sages say, is a. particular arrangement of 
Miuud’- in which notes and melodic movements appear like 
oiiumictil i lo enchant flic mind.” (Sanglta-dnrpana, 2 1.) 
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The Number of Rdga-s 

In each of the seventy-two possible basic scales of seven 
notes we can have: one mode using seven notes in ascent and 
in descent; six different modes using seven notes in ascent and 
six notes in descent; fifteen different modes using seven notes 
in ascent and five notes in descent; six different modes using 
six notes in ascent and seven notes in descent; fifteen different 
modes using five notes in ascent and seven notes in descent; 
thirty-six different modes using six notes in ascent and six 
notes in descent; ninety different modes using six notes in 
ascent and five notes in descent; ninety different modes using 
five notes in ascent and six notes in descent; two hundred and 
twenty-five different modes using five notes in ascent and five 
notes in descent. 

This gives a total of 484 modes in each scale, or 34,848 
modes in the seventy-two scales. 

If we now consider that there are modes in which the 
ascending and descending scales vary, modes which combine 
several scales, etc., we see that the number of possible modes 
is practically unlimited. It would be difficult in a life-time to 
hear them all, even once. 

Ahobala speaks of 18,678 modes of seven notes, 31,050 
modes of six notes and 17,505 modes of five notes in the Ma 
grama alone. 

Krishnananda Vyasa in his Rag a Kalpa-druma (Introduc¬ 
tion, p.i) writes: 

"For the sake of the 16,108 milkmaids, the Dark Lord, 
Krishna, took the same number of shapes. Each of the milk¬ 
maids for each of the Krislma-s sang a different raga in a 
different rhythm, thus giving birth to 16,108 modes. These 
rdga-s and rdgini- s later became famous on earth.” 

In practice only a few hundred rdga-s are in general use, 
although as we have seen, their classification is often confused, 
the same rdga-s having different names in different provinces, 
and different rdga-s the same name. 

Moods, Colours and Notes 

Each of the notes of the scale has its own kind of expression 
ancTa”distinct psychological or physical effect, and so it can 
be related to a colour, a mood, a metre, a deity or one of the 
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subtle centres (chakra-s) of the body. These relationships are 
given an important place in all Sanskrit treatises on music. 
Since a complete list of them would be very lengthy, only the 
relationships of notes with moods and colours will be given 
here as an example. 

"Love (shringara), laughter (hasya), compassion (karuna), 
heroism (vira), wrath (raudra), fear (bhayanaka), disgust 
(bibhatsa), wonder (adbhuta) and peace (shanti) are the nine 
moods of dramatic art. . . 

Of these, for laughter and love, Madhyama (fourth) and 
Panchama (fifth) are used. 

In the heroic mood, in wrath and wonder, Shadja (tonic) 
.mil Panchama (fifth) (or Rishabha, second): 

"Shadja (tonic) and Rishabha (second) in the heroic mood 
in wrath and wonder.” (Brihaddeshi, 1, 84.) 

"For compassion, Nishada (minor seventh) and Gandhara 
(minor third); 

iti disgust and fear, Dhaivata (sixth); 

in peace, Madhyama (fourth).” ( Vishnu-dharmotiara, 3, 
18.) 

"Shadja (C, the tonic) is bright like the petals of a lotus. 

Rishabha (D) is like a parrot. 

Gandhara (Eb) is golden. 

Madhyama (F) is like jasmin. 

Vanchama (G) is dark (or, of the colour that attracts). 

[That which attracts is called 'Krishna’ (dark).] 

Dhaivata (A) is yellow. 

Nishada (Bb) is of all colours.” 

(Brihaddeshi, I, 77, and Ndradiya Shiksha, 4, 1-2.) 

According to the Sangiia-ratndkara (1, 3. 54 ) Rishabha (D) 
is lawny (Pinjarah). 

t he Description of Rdga-s in Verses and Pictures 

The relationship of the notes to colours, emotions, deities 
eh , makes a graphic representation of the modes possible. 
I he raga determines a state of feeling which can also be 
expressed in poems or in pictures, ll should be remembered, 
howevei, I hut, since many raga- s have changed their form, the 
,im ienl pictures and poems may no longer accurately represent 
the rtiga alter which they are named. 
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The poems are still known to the musicians, though they do 
not always know the books from which they are taken. Most 
of the verses, later reproduced in the SangUa-darpana, the 
Chatvdrimshach’hata-rdga-nirupanam, the Shiva-tattva-ratnd- 
kara, the Raga-sagara and several other works, seem origin¬ 
ally to have come from a work of Kohala now believed lost. 
Further verses are quoted, without reference, in the nine¬ 
teenth-century encyclopedic work Raga-kalpa-druma. 

In several of the verses describing the rdga- s, we follow the 
quotations of the Sangita-darpana given in the Shiva-tattva- 
ratndkara rather than the text of the available edition of the 
Sangita-darpana itself, which seems corrupt. 

Tuning of the Instruments 

From a technical point of view a rdga is essentially a scale 
with a tonic and two axial notes, but which is endowed with 
further characteristics. 

The frets of the stringed instrument must first be set to the 
proper intervals, the proper shruti- s. On some Indian stringed 
instruments the frets themselves are movable, to allow for this. 
On instruments such as the vlnd, where the frets are fixed, the 
exact notes have to be played by pulling laterally the string on 
the fret corresponding to a lower note. This renders the 
technique more difficult. 

The true tuning, by which the expression of the rdga is 
defined, is always that of the descending scale. In rdga- s 
where there is a difference of shruti- s in ascent and descent the 
scale tuned for descending can be used for ascending by 
pulling or pressing the string, but the tuning of the ascending 
scale can never be used for the descending one. 

It should be noted that there is a strict correspondence 
between the tuning of the different notes, the ascending and 
descending scales and other peculiarities of a rdga. Some 
shruti- s are mutually related by such intervals as prevent 
them from being played in succession. If, therefore, the expres¬ 
sions they represent have to be brought together to constitute 
the mood of a certain rdga, their use may require melodic 
artifices since they may never be taken in direct succession. 

The tuning, the ascending and descending notes, the sonant 
and consonant, the theme and the expression form a liomo- 
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geneous entity which very often, for arithmetical as well as 
acoustical reasons, simply cannot be other than it is. Therefore 
rdga- s should never be considered as the invention of an 
inspired artist; they can, at best, only be discovered as we 
discover a physical law that represents some aspect of the 
universe in which we live—a law, not in our power to modify. 

Theme (Rupa) and Outline 

There are a few very typical groups of notes for each rdga 
by which it can at once be recognised. These form the main 
theme (rupa). 

li is impossible to write down in full the ever-changing 
development of a rdga. We have to limit ourselves to the first 
pari of an average "exposition of the theme” (alapa) notated 
in Its simples t form. From this, however, the musician is able 
l b perceive the complete form of the rdga and, following the 
rules, proceed to the variations. 

Time of Play 

"One who sings knowing the proper time remains happy. By sing¬ 
ing rdga -s at the wrong time one ill-treats them. Listening to them, 
one becomes impoverished and sees the length of one’s litc reduced.” 

( Sunglla-makaranda, i, 23—24.) 

The cycle of the day corresponds to the cycle of life which 
: 1 Iso has its dawn, its noon, its evening. Each hour represents 
a different stage of development and is connected to a certain 
kind of emotion. The cycle of sounds is ruled by the same 
laws as all other cycles. This is why there are natural relation¬ 
ships between particular hours and the mood evoked by 
musical modes. Musical modes played at the proper time 
develop naturally in favourable conditions. Orthodox musi¬ 
cians in India never play a rdga at any other than its proper 
lime, for at the wrong hour it could never be developed so 
pei let l ly nor rould it so greatly move an audience. The 
Western organist who would play a funeral march at a wed¬ 
ding would, lo say the least, appear lacking in taste. In the 
same way I he Indian musician who plays a morning mode in 
I he evening disregarding the surroundings and the mood of 
Ins listeners appears ulIcily larking in sensibility. 

I'lifie are certain charnetei islies 11 trough which a rdga 
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shows at what time it should be played. Rdga-s to be played 
between midday and midnight have their predominant note 
(vadl) in the lower tetrachord (purva anga). They are called 
"Purva raga-s’'. Raga-s to be played between midnight and 
midday have their predominant note in the upper tetrachord 
(uttara anga). They are called "Uttara raga-s". 

Modes that correspond to crucial moments (sunrise, sunset, 
midday, midnight, solstices, equinoxes, etc.) often use both 
F# and Fiq(Ma tivra and Ma shuddha). 

Besides these, Bhatkhande indicates the following time- 
characteristics, which are generally followed: 

(1) Modes sung at sunrise and sunset are known as “samdhi- 
prakasha (twilight) raga-s.” Most of them include Ri und. Dha 
komala (D and A flat). 

(2) Modes with Ga and Ni komala (E and B flat) usually 
belong to the middle of the day or night. 

(3) Modes with Ri, Ga, Dha and Ni shuddha (I), E, A, and 
B natural) are usually played after twilight—in the first 
quarter of morning or night. 

(4) Modes sung before twilight—in the last quarter of day 
or night—insist on the tonic, the fourth and the fifth (Sa Ma 
and Pa). 

The rdga-s of evening twilight never omit Ga and Ni (E and 
B), and the rdga-s of morning twilight never omit Ri and Dha 
(D and A). 

These rules, however, are not infallible. 


PART II 

NOTATION AND ANALYSIS OF THE RAGA-S 


"liven if he be an expert in the revealed and the traditional 
scriptures, in literature and all sacred books, the man ignorant 
of music is but an animal on two feet.” 
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Notation 

Shruti- s (intervals of one comma): J J J J J 

Di>- Dt>- I)> Dl>* Dt>" 


CHAPTER I 

EARLY MORNING RAGA-S 




















1 . LALITA at dawn 


This very fair and amiable yogi, anointed with divine 
fragrances, with tangled locks and a deer coming to his hand, 
is known as Lalita. 

(Chatvarimshach*kata rdga nirupanam p. X4} 

Lalita, charming in her innocence, is bright like gold. 
While she holds a lute, a cuckoo perches on her lotus hand. 
She is seated beneath the Wishing-tree, her breasts all un¬ 
adorned, a thousand times desirable. 

(idem p. 13) 

A Vina and a book in her hands, Lalita appears, the Goddess 
of music. Charmingly playful she talks lightly, her eyes like 
red lotuses. 

(Raga-sagara 3, 7) 

Lalita, young and fair, and garlanded with seven fold 
flowers. Her long eyes like the petal of the lotus. Sighing, 
overwhelmed by fate—still, at dawn, dressed for a lovers’ 
meeting. 

(Chalvarimshach ’hata-rdga-nirupanam p. 20; 

Sangita-darpana 2, 63; Shiva-tattva-ratndkara, 6, 8, go) 

OR, IN ANOTHER READING 

The young and fair Lord of Lalita wears a garland of the 
sweet-scented seven-fold flowers. His lovely laughing eyes 
are long like the petal of the white lotus. It is dawn. Over¬ 
whelmed by fate, Lalita sighs dressed for a lovers’ meeting. 
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LALITA 


TUNING OF instrument: 

group: independent 


class (Juft): 

Shadava (hexatonic) 



Aroha Ascent 

6 

Avar oka Descent 

-jf - F * * 


Aft) - 

-■ Urn—— - 

♦ rf - 1 

- " rt \ r ♦ ^ ^ 


sonant (Vadi): F(Ma) 


consonant {Samvddt): C(sa) 


n me of play: Early morning (before sunrise) 


MODE TYPE {Thata)\ Shri 


SCALE type: Chromatic (plagal) 


characteristtcs: No G (Pa); two F (2 Ma) [Bhatkhande gives Lalita 
with a natural A (Dha shuddha).] 


expression: 

Dawn 

G (Pa) is sunshine, the 
absence of G (Pa) ex> 
presses the absence of Sum 
The presence of both F 
(Ma) and FJ (Ma tivra) is 
cha 1 acter 1stic of crit Scal 
moments. It is found at 
sun rise, sunset, midday 
and midnight, equinoxes, 
solstices, etc. 


half- 

awake 



dawn 



absence 
of Sun 
dawn 



LA LITA 
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Coming Sunrise 
B+ (Ni+) 



Night beauty and peace * 
fno sharp F) (no tivra Ma) 

s 1 r Rtm -s: Expression 




1 hemp (Rtipa): 




!, 
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lalitA 



OUTLINE 



Tunic 



STHAYI 



ANTARA 



2 . VIBITASA at sunrise 


Fair, and fair of face, with a white scarf. Bold like the cry 
of the cock at sunrise, his laughter sways the locks that brush 
his brow. Vibhasa-raga is lovely like the God of Love Himself. 

(quoted in Raga-kalpa-druma p. 30) 

Vtbhasa is like Lalita. 

{Sangita-darfana 2, 136) 


(iitour: independent 

class 

A u (Java. (pen tat on ic) 


TUNING OF INSTRUMENT 



Aroha Ascent Avaroha Descent 



SONANT [Vddi): A (Dha) consonant {Samvddi)\ E (Ga) 


itM ic or flay: day at sunrise (after Lalita) 


Mm ik i v it- (IhiVu): Mfiravfi 


SCALE tyfb: Chromatic (defective) 































































































































VIBHASA 


io6 


characteristics: no Pa (G) and no Ni (B). This scale is similar to that of 
the mode of spring Panchama. (Bhatkhande, however, gives Vibhasa with 
Ni (B) and Pa (G) in the descending scale.) In fact three different scales 
are known in Northern India under the name of Vibhasa. 


expression: 

loveliness, early dawn, 
twittering of the birds. 
(In Panchama where D 
fiat (Ri komal) is short 
and never accen t u ated, 
the Vadi and Samvadi are 
F sharp (Ma tivra) and C 
(5a), and the expression 
is energetic and challeng- 
ing.) 



Under 

mysterious 



s h r uti- s : E xpression 


"Ira - 


§ 


'C 

O 

aT 

3 

O 
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S 
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>> 
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cd 
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0 

> 

>> 
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,5 

0 

cu 
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O 
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1 

if 

& 

time 

O 

0 

■SL 

¥ 


THEME (Rupfi): 


VIBHASA ] 
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TOnit 


OUTLINE 



STHAYl 



antarA* 





li- 









































































































































3. BHAIRAVA GROUP 

(After Sunrise) 

Yogiya I 
Yogiya II 
Prabhat 
Shiva Bhairava 
Ananda Bhairava 
Bangala Bhairava 
Bhairava 
Ramakali 
Gunakalx 

















no 


YOGI Y A 

“Holding trident, snake and lute, braids of matted hair 
falling about her limbs, whitened with ashes, violently furious 
in the heroic vein, she is a yoginl, adept in all the lore of yoga/ 1 

(quoted in Rdga-kalpa-druma, p. 31) 


group: Bhairava 


TUNING OF INSTRUMENT: 

\m (b*) (♦) 


class {Jdii): Audava-shadava 
{Pentatonic in ascent, hexatonic 
in descent) 


SONANT (Vddi): C (Sa) 


CONSONANT (Samvddl): F (Ma) 


time of play: early morning 
just after dawn (before 
Bhairava) 


Aroha Ascent 




Avaroha Descent 




mode type (Thdta): Bliairava 


SCAI.E type: Enharmonic in ascent—chromatic in descent 


characteristics: Generally sung in the month of Chaitra (March) when 
everyone feels sleepy, lethargic, Yogiya can be played with E-i- (Gad 
or without E+ (Ga+) ; it is often played first without, the E+ (Ga+) beinF 
brought in later, ' b 


expression: Half asleep, half billing, like a man disturbed in his sleep. 

E+ (Ga+) means consciousness ; the absence of Eh- (Ga+) therefore, creates 
an impression of vagueness, half-consciousness. 

Djj (RiK) is here lethargic. 

peaceful contentment 



YOGIYA 


hi 



Mi pm e (Rupa): {without E) 




a annflnt = 

rj GaniHTOiEfc= 

ft Vo fcc 


YOGIYA 1 (without E) 

OUTLINE: 


Scale 



'■ I MAV'T 
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YOGIYA 


antarA 



YOGIYA (II with E) 

OUTLINE 

Scale 



STRAY! 



ANTARA 



PRABHAT 
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ci roup: Bhairava 


class [Jdti): 

Samp urn a (Heptatonic) 


TUNING OF INSTRUMENT; 



Atoka Ascent 

Avar oka Descent 

^ - 

— ^ -—— * 

sonant (VMl}\ Sa (C) 

consonant (Samvadi): F (Ma) 

tiMii OF play: morning, 
before Bhairava (between 

La lit SI and Bhairava) 


mo ok TYPE (Thdta): 

Bhairava 

scale type: Chromatic 


1 ji AralTIOUSTICS: Bhairava played in LaUta style (the G (Pa) replacing the 
Ktt (Ma.T) of Lalita}* 

I In lower tctrachord is augmented by one comma: C F+ (Sa Ma+) = 27/20. 


Itx press ion: lu (Gat) and F+ (Ma+) indicate extreme contentment. Lalita 
In M)\[ sleepy, Prahbat is the fully awakened and joyful morning. 


































































































tonic 


PRABHAI 
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Shkuti-s: expression 



THEME (Rupa): 


(not prominent) hardness, selfishness 


I'RMUlAT 


OUTLINE 
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Scale 



STIlAYl 

































































SHIVA BHAIRAVA 
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TUNING OF INSTRUMENT: 

group: Bhairava 

class (Jdti): 

Sampuma (Heptatonic) 


Aroha Ascent Avaroha Descent 




sonant (Vdd%): A fiat (Dha komal) 

time of play: day, first quarter (from sunrise) 


consonant (Samvddi)\ 
D flat (Re komal) 


mode type (Thata): Bhairava scale type: Pythagorean Chromatic 

(with additional diatonic tctrachord) 


characteristics: Use of both B and B[? (Ni and Ni konial) 


expression: The flat B (Ni komal) changes the sex of Bhairava (as if were 
felt the presence of Gauri the consort of Shiva. The use of both B and Bj? 
(Ni and NiK) gives the idea of a couple. 

B+ (Ni+) is manly, but light and pure (while B (Ni) would appear worldly 
and material). Bf? (NiK) is modest, quiet and kind (while (NiK-) 
would be heavy and impure). 


SHIVA BHAIRAVA 
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sadness weep ing 



very light and slow trill 


-Q - ^1 j 1 K 

PV-i-, 





note: Bhatkhande gives also both E and E[j (Ga and GaK.), the ascending 
notes being then those of Bhairava and the descending notes those of 
Bhairavl. But this changes so much the appearance of the raga that, in 
the opinion of other teachers, it can no longer be said to belong to the 
Bhairava group. 



Theme (Rupa) 
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OUTLINE 

Scale 



ANANDA BHAIRAVA 


n 9 


"Seated under a wood-apple tree, the joyful Ananda 
Uhairava holds a hautboy and a peacock’s plume. His hair is 
I ied in a knot.” 

(Raga-sdgara III, 84) 


utour: Bhairava 


TUNING OF INSTRUMENT: 


t I ASS (J&li): Sampurna (Heptatonic) 


Aroha Ascent 

-m 

Avar oka Descent 

* • * z -=* 

■ * i'* ♦ 


mjnan r {V&di)\ C (Sa) consonant (Samvadi): F (Ma) 

mn of h ay: Day, first 
4mu ter (from sunrise) 

Mi 11 n 1 VH' (Thata): Marava with F natural (Ma shuddha) 
m a 11 j vN' : The lower tetrachord is chromatic and the upper one diatonic 
1 11 ah At: 1 r: histics: Bhairava with A natural (Dha shuddha) 























































































































120 


A NAN DA BHA1RA FA 


expression: Joyful, energetic, loving 
B+ (Ni+) is high, airy, it expresses joy which the B (Ni) does not bring out. 


activity , acuteness (B-h, NL-) 
together with emotion and 
love (Db, RiK) 


contentment 
happiness f 
peace 


shruti-s: expression 






A NANDA BHAIRAVA 
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OUTLINE 

Scale 



S'l 11 AYl 



antakA 
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BANGALA BHAIRAVA 

Dark, in a dark robe, determined, brazen, eager for lust, 
with big breasts and in her hand a lute, Bangali, dear to 
rogues. 

(Chalvaritnshach'hata-raga-nirupanam p. 18) 


Bangali is described as a young woman large-eyed, bright 
golden like the sun. Smeared with ashes, her hair matted and 
tightly bound, with a sword under her arm, in her left hand she 
bears a blazing trident. 

(Sangita-darpana 2, 49; 

Shiva-taUva-ratnakara 6, 8, 61) 

His sacred lock, bound on one side, shines like black sapphire. 
Ever shall my heart dream of Bangala, greatest of raga-s, red 
like the China rose. Holding a sword and shield, honoured by 
men, he worships the feet of Shiva on whose brow the crescent 
moon shines. 

(Raga-sagara 3, 25) 


group: Bhairava 


class (Jati): 

Shadava (hexatonic) 


TUNING OF INSTRUMENT; 




Atoka Ascent 


Avar oka Descent 


HANGAla BHAIRAVA 
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HUNANT (Vadi): C(sa) consonant (Samvddi): F(Ma) 

i imf of play: day, first quarter, {from sunrise) 

Moor: type (Thdia): Bhairava scale type: Chromatic-Enharmonic 

\ 1 1 aracteriST ics; No B(Ni); E(Ga) very light [Bhatkhande gives the Vadl- 
Sumvadl as A|j(Dha k.) and. Dj7(Ri ^ 0 ] 


HXPRESSION: peace 

It natural (Ni shuddha) 
mid also E natural (Ga 
tiltliddlu) indicate self-corn 
ttnl, will and independence; 

(Urn absence leaves room 
indy for dreaming, half- 
lojiticioLisness, 

the Raga often begins 
with a swing 



I' \ (Crsi i) should 
In’ lined only in 
uppuggialura 



characteristic 
figure at the 
end of each 
motive 



mi III i r i t s: expression 



nil 1 mk (Rtipd): 



s 
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bang Ala bhairava 


OUTLINE 



STHAYl 



ANTARA 


BHAIRAVA 
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His limbs smeared with ashes (that lovely body), his brow 
lustrous with the cool rays of the moon, trident in hand and 
mounted on a bull, such is Bhairava, and so the sages tell. 

(Chatvarimshach'hata-raga-niriipanam p. 13) 


Upholding Ganga, the crescent moon upon his brow, 
I lu ce-eyed, wrapped in the skin of an elephant and adorned 
wilh snakes, his scarf white, his garland of human skulls, 
m ined with a burning trident—so triumphs Bhairava, the 

r.rst Of raga-s. (SangUa-darfiana 2, 46 

Shiva-Lativa-ratnakara 6, 8, 54) 


We praise Bhairava, the hero, the source of life, the measure 
of rhythm, pervading the ocean of notes and intervals. A skull 
in his hand, the crescent moon upon his matted hair, he 
worships Shiva, Lord of Sleep. His body is smeared with sandal 
paste. 

(Raga-sagara 3, 1) 


TUNING OF INSTRUMENT 

i.itom-: Bhairava 

( 1 .ass (J&H): 

Sn m ptt nja (heptato n ic) 



Aroha Ascent Avar oka Descent 
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BHAIRA VA 


SONANT (Vadl): consonant {Samvadi)'. 

A flat (Dha komal) D flat {Ri komal) 


time of play: day first quarter (from sunrise) 


mode type (Thata)\ Bhairava scale type; Chromatic 


characteristics: The tender D \y- {Ri k-) can become, in ascending, Dfr n 
(Ri k n ) it gives then an idea of action 


expression: Morning invocation, soft, tender, melancholy 

Ri k & (Dj? n ) and Ga-j- (E+) are sometimes used, although in ascent only: 


This tuning is found in the 
following example: 



SHRUTi’S expression 



theme (Rupd): 


BHAIRAVA 
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OUTLINE 


I 


Scale 




STHAYl 



' ANTARA 



J 
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RAMARALI 1 

Sylph with the lotus face, for fauns and centaurs hard to 
win, lute in hand and standing on a mountain, the wise have 
called her Ramakri. 

(Chatvdrimshach 'hata-raga-nirupanam p. io) 

Bright like gold, her robe deep blue, Ramakali wears a 
garland and rich ornaments. Haughty and pretending anger, 
yet when her lover is near her voice grows sweeter. 

[SangUa-darpana 2 , 60; 

Shiva-tattva-mlnakara 6, 8, 83} 

A shining woman in the posture of heroes, thus should 
Ramakriya be seen. Dark like the jambu fruit she holds a 
bow and an arrow. 


group: Rhairava 


class (Jail): Audava-sampurna 
(Pentatonic in ascent, hepta- 
tonic in descent) 


(Rdga-sdgara 3, 18) 


TUNING OF INSTRUMENT 



Aroha Ascent Avaroha Descent 



1 Sometimes called Ramakn or Ram akin. 


RAM A KALI 
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sonant (Vadt): G(Pa) consonant {Samvadi): C(Sa) 

TIME of play: day, first 
quarter (from sunrise) 

MODE type (Tkdta): Rhairava scale type: (Pythagorean) Chromatic 

(with enharmonic ascent) 

characteristics: No D (Re) and no B (Ni) in ascending (Bkatkhande 
gives Ramakali with an additional F# (Ma tivra) and B|? (Ni komal) 


expression: fully awake, joyful, active, without the anguish of desire, 
B+(Ni+) being sparingly used. Sa and Pa(C and G) as Yadi and Samvadi 
denote activity 


MiKirn-s expression 



rmt me (Ritpa): 
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rAmAkalI 


OUTLINE 


^ Tonit 



STHAYl 



ANTARA 



GUNAKALI 1 


Faithful, dear to cowherds, adorned wtih a golden pigment 
taken from the cow, mysterious in her movements, Gunakriya 
is said to know of hidden treasures. 

[Chaivarimskach'hata-raga-nirupanam p. 15) 


Her head bowed low, lovely tresses dishevelled about her 
lorm, once famous for her beauty; since her lover went away 
Gunakiri is in a pitiable state. Her reddened eyes are desperate, 
her sorrow-shrunken limbs are soiled with mud. 

(5 angita-darpana 2 t 56 ; 
Cltidvarimshactikata-raga-nirupanam p. 10 ; 

Shiva-iaUva-ratnaham 6, 8, 75) 


l remember Gundakriya playing in a garden of sandal trees. 
Her silken garment is yellow her hips are beautiful. With her 
left hand she holds the neck of a Vina. 

(Raga-sagara 3, 23) 


TUNING OF INSTRUMENT 



Aroha Ascent Avaroha Descent 



1 Homrlmiru aillfri (iminluiysi 01 Guimkid or Gtmdnkrl 

























































































































































































GUNAKALI 
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sonant (Vadi): A flat (Dha komal) consonant (Sanwadi): D flat (Re komal) 
time of play: morning 

mode type (Thata)\ Bhairavi scale type: Enharmonic 

characteristics: Typical enharmonic having in each tetrad iord a major 
tliird or ditone completed by a half tone, itself subdivided into two 

expression: Sadness and renunciation, melancholy and emptiness in the 
first stages of renunciation 

shruti-s expression 



theme [Rupa): 


GUNAKALI 


133 


OUTLINE 

Scale 



STHAYl 



ANTARA 




























































































































































4 . TODI GROUP I 

(First quarter of the day) 

Gurjari 
Mukhari 
Lachari Tod! 

Todi 

Vilasakhani Todi 





















GURJARI 


"A Southern girl, dusky, with splendid hair, Gurjari sits 
smiling upon a bed made from the tenderest sandal-trees of 
the Malaya mountain. Knowing all the secrets of music, she 
plays, cheek leaning upon the lute.” 

(SangUa-darpana 2, 80 ; 

Shiva-tattva-ratnakara 6, 8, 123) 


"'Praised be Ghurjari whose cheeks are rosy like the young 
Lodhra tree. A ball in her hand, she plays with girl com¬ 
panions. Her limbs are hidden by a white garment. 

(Rdga-sagara 3, 23) 
GURJARI 


group: Todi 


CLASS (Jdti): 

Shadava (Hexatonic) 


TUNING OF INSTRUMENT! 





Aroha Ascent Avar oka Descent 



SONANT (Vadi): (DhaK) consonant (Samvadi): Dp (RiK) 

time of play: Day, first 
quarter (from sunrise) 


mode type (Tkdta ): Todi with F natural 
(Ma shuddha) 


scale type: Chromatic 


GURJARI 


i 37 


characteristics: No G (no Pa). Resembles VUasakhani except for the Flq 
(Ma shuddha). 

expression: Remembrance of pleasant thoughts ; melancholy remembering 
of lovely times. 

No G (Pa) means absence, mental depression, sadness. 

F (Ma) is lovely, quiet and joyful, peaceful and spiritual. 


remembrance of joy 



shruti-s: expression 
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GURJARl 


OUTLINE 


Scale 



STHAYl 



ANTARA 
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MUKHARI 


"His lotus face adorned with coral-flowers, his melody 
inspiring happiness, Mukhari shines, depicted by the sages.” 

(i Ckatvarimshach'hata-raga-nirupanam , p, 21) 


"I ever see Mukhari drunk with wine and pleasure. She 

draws near, supported by two maidens, a garland of corals 

round her neck. ” , 0 _ 

{Raga-sagara 3, 15) 


group: TodI 


glass (Jdti)\ 

Sampuma (Heptatonic) 


TONING OF INSTRUMENT: 



Aroha Ascent 

0 

Avaroha Descent 

“Jr - ~ -1—-— r — m — 


-&-I-1-^ ■ --— 



r ♦ Vm + ■ 


sonant (Vddf): A|? (DhaK) consonant (Samvddl): 

Djj (RiK) 

1 imk of flay: day, first 
quarter (from sunrise) 


Monk TYFE ( Tkata) : SlirT scale 
(i tv Toil! with E natural, Ga shucldha) 


SCALE type: Chromatic 
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MUKHARl 


characteristics: The scale of Shri played in Todi style. 


expression: Very active. She tries to be nice and pleasant bat her real 
character appears with E+ (Ga+) which means self-satisfaction (I know 
best, I only am wise, etc.); it shows impertinence and vanity, therefore 
cruelty and crudeness. 

(Flat E (Ga komal), as in Todi, would be dependant, polite and appealing.) 
E+ (Ga+) should anyhow never be accentuated in this raga as it would 
bring in the appearance of the evening raga PuravL It should be passed 
over lightly. 


shruti-s: expression 
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THEME (Rufia): 


MUKHARl 


141 


OUTLINE 

Scale 



STHAYl 




ANTARA 
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LACHARI TODI 


group : Todi 


TUNING OF INSTRUMENT: 


\rn (1>d) 


CLASS {Jdtip 

Sampfirna (Hcptatonic) 


Aroha Descent Avaroha Descent 



SONANT (Vadi): G (Pa) consonant (Sanvuddi): C (Sa) 

time OF play: day, first quarter (from sunrise) 

mode type (Thdta): scale type: Chromatic 

Mixed Sliri and i odi with a diatonic variation 


characteristics: Lacharl is Todi with both E and E[? (Ga and GaK) 
and both B and J3(Ni and NiK). B [7 (NTi K) is used only as an ornament 
from Pa (G) provided there is no touch of F (Ma) in the melodic figure. 
Any other use of Bf? (NiK) would create confusion in the expression of the 
mode. 

E+ (Gan ) should be used only in ascending, preferably without touching 
the B\y (RiK). E+ (Gah) should always be accentuated ; used in any 
other way, it changes the expression of the mode. 

As a rule, in any raga, whenever both E (Ga) and Efcr (GaK) or B (Ni) 
and Rfr (NiK) are used, it is necessary, after playing one of them, to 
come back respectively to C (Sa) and to G (Pa) before playing the other, 
as both have harmonious relations with the tonic and the fifth respectively’ 
but generally no direct relation with one another. They represent different 
paths for the melody, and when entering into one, it is necessary to come 
back to the starting point before entering the other, 

(Bhatkhande uses also At] (Dha shuddha) and Dtj (Ri shuddha) in this 
raga.) 


1, 


LACHARI todi 
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expression: Appeal with hope of success. This hope fails, thus despair. 
Double-edged, both angry and sober, both ordering and appealing, asking 
with red angry eyes (t| shuddha notes) and then with eyes full of tears 
([?, komal notes), 

Gah and Ni+ (E+ and B+) mean command, order. 

B+ Ni+ means imperious desire (“I wish you to do it”), while (NiK) 
means helplessness ("as you will”). 


" You promised it, 
you must do it.” 


Tears, appeal 
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LACHARI TODI 


OUTLINE 

Scale 



STHAYl 



espxess. _ a tempo 





-P> 

~ 1 








145 


TODI 

Her slender body anointed with saffron and camphor 
gleams white like the jasmin-flower. The woodland deer are 
spellbound at the sight of Todi splendid, holding a lute. 

(Sangita-darpana 2, 53 ; ChatvarimshacKhata-raga - 
nirupanam p. 15 ; Shiva-taUva-rat- 
ndkara 6, 8, 69) 

Never shall ray heart forget Todi, one hand supporting her 
charming face, the other clasping the edge of her lover's 
garment. Her crystal cup is filled with the wine of Kadamba. 

(Ragasdgara 3, 45} 


TUNING OF INSTRUMENT 

group: Todi 


CLASS (Jail): 

Sampuma (heptatonic) 


Aroha Ascent Avaroha Descent 




sonant (Vddi ): A [y - (Dha komal -) consonant (Samvddt): E[? - (Ga komal^) 
time of play: day, first quarter (from sunrise) 


mode type (Thata): Todi 


scale type: IUi harmonic-chromatic 







































































146 


TODl 


characteristics: A very typical and attractive type of enharmonic scale 


expression: Very tender and loving appeal. Ga k- (E|j-) is dependent, 
appealing, sad. (Note the E+ (Ga+), impertinent vanity, in Mukhari Todi) 

Ma T+ (F#+) is clear, manly, at ease, stem and strong. 

Masculine: - J/ 1 [ ^ feminine: 



weeping. 



shruti-s: expression 



themE (Rilpa): 



TODI 
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OUTLINE 



STHAYI 



ANTARA 

































































































































































































































































VILASAKHANI TODl 


I48 


This raga is the creation of Vilasa Khan, a musician of the Moghul Court, 
There is no Sanskrit poem depicting its mood. 

TUNING OF INSTRUMENT 

group: Todi 


class (jati): 

Shadava (hexatonic) 


Aroha Ascent Avaroha Descent 



sonant {Vadi): Af?- {Dha k-) consonant (SamvMt): Efj- (Ga k-)* 

but Dfc,— (Ri k—) is also very 
prominent 

time of play: day, fust quarter (from sunrise) 
mode type (Thdta): Todi _ 


scale type: Chromatic in the lower tetrachord and usually chromatic in the 
upper one, which only accidentally becomes Enharmonic (B++; Ni++) 


characteristics: MoG (no Pa). Resembles Gurjari but with FJf— (Ma t- —). 
(Under the name of Vilasakhani Bhatkhande gives another raga with 
B\} (Ni komal) and G (Pa)) 



VILASAKHANI TODI 
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expression: 

The absence of G (Pa) There is no trace 

creates on impression of of harshness or 

great sorrow, that of an selfishness 
u reparable loss mourned. 

Very sorrowful, intense 
grief and misery (like the 
death of a very dear 
friend) 

I 1 # {Ma T—) gives sadness* which without G (Pa), in the melancholy 
surroundings of Todi, brings out the burning intensity of grief (while 
b natural (Ma shuddha) in Gurjari expresses quiet and peaceful resigna¬ 
tion). G (Pa) in Todi, brings forth a radiant sunshine in which sorrows 
are dissolved 

melancholy 




The very sharp B++ (Ni++) further intensifies the sadness 
shruti-s expression 



theme (Rufid): 













































OUTLINE 



*Scole 




STHAYI 



ANTARA 


5. TODI GROUP II (Yavanapuri) 
(First quarter of the day) 


Gandhari 

Deshi 

Pathamanjari 

Yavanapuri 

Asavari 
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GANDHARI 

"Her two hands clasping a Vina, Gandhari is seen ever 
seated near the temple of Shiva, Lord of Sleep. Her crown 
is of gold set with precious stones." 

(Raga-sagara 3, 47) 


group: (Yavanapun) TodI 


TUNING OF INSTRUMENT: 


class (Jaii): Audava-sampurna 
(Pentatonic in ascent and 
heptatonic in descent) 


Aroha Ascent Avaroha Descent 



sonant (Vddl): 
A[> (DhaK.j 


consonant (Samvadi ): 
E(? (GaK.) 


time of flay: day, first quarter (from sunrise) 


mode TYPE {Thdta)\ Yavanapun scale type: Diatonic (but in the ascent 

the first tetrachord is chromatic and 
the second enharmonic). 

characteristics: Yavanapun scale played in Asavari style. 


expression: Tender, calm, but with love and charm. No B (Ni) in ascending 
shows purity. 


appeal t ”/ need** 



asking 


forceful, self-confident, honest, 

straightforward 


GANDHARI 
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shrutus: expression 



theme (Rupa)\ 


aspiration, desire. (When absent 
purity) 














































GANDHArI 


T M 


OUTLINE 

Scale 



STHAYI 

Very sottfy (J - 56) 



ANTARA 
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DESHI 

“Tall and amorous, with lovely limbs, her skin prickling 
in the rapture of the heroic mood, forcing away the passionate 
arms that bind her, Deshi shines, beloved of Hindola.” 

{' Chatvarimshach'hata-raga-nirupanam , p. 20) 

"This is the famous Desh!, fair, charming, decked with 
parrot-plumes. Eager for pleasure, her heart full of desire she 
tries to awaken her lover who pretends to be asleep.’’ 

(Sangtta-darfiana 2, 67 ; 

Shiva-tattva-ratndkara 6, 8 , 79) 

“Her hand caressing a young woman I see Deshi, wrapped 
in a spotless veil, in a hut made of fragrant grass. Her limbs 
are pale, garlands of flowers entwine her arms.” 

(Rdga-sdgara 3, 14) 


TUNING OF INSTRUMENT: 

group: (Yavanapuri) TodI 



class (Jdti): Audava-sampuma 
(Pentatonic in ascent, hepta- 
tonic in descent) 


Aroha Ascent Avar oka Descent 

































































































































DESHl 
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sonant (Vddf): G{Pa) consonant {Samvddi): D {Ri} 

time of flay: day, first quarter (from sunrise) 


mode type (Thdta): Yavanapuri scale type: Diatonic (but chromatic 

in ascent) 

characteristics: Jump from D (Ri) to G (Pa). 

Each 
motive 
ends: 

expression: Happiness without ambition, goodness. Morning gaiety 
(dominant notes G and D, Pa ami Ri), lively and active, without com¬ 
plexities, nor depth. 

More radiant than Yavanapuri, and also more childish (no DhaK) in 
ascent. 



$hruti- 5: expression 



theme (Rupa): 



DESHl 


*57 


OUTLINE 


Scale 



ANTARA 
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PATHAMANJARI 


“Grown lean and tarnished sundered from her lover, 
Pathamanjari decks with flowers her withered beauty. Her 
friend is trying to comfort her.” 

{Sangita-darpana 2 , 62 ; 
Shiva-tattva-ratncikara 6, 8, 87) 


“I ever see Raga Phalamanjari seated in a bower of grape 
vines with young women on his sides. Magnificent, he wears 
a crown and armlets set with precious stones.” 

(Raga-sdgara 3, 13) 


group: (Yavanapuri) Todi 


TUNING OF INSTRUMENT: 


CLASS (Jdti): Audava-sanipuma 
(Pentatonic in ascent, and 
heptatonic in descent) 


Atoka Ascent 


A varoka I )e seen t 




9 * W 


sonant ( Vadi ): G (Pa) 


consonant (Samvadi): C (Sa) 


time of play: day, first quarter (from sunrise) 


mode type (Thata): Kafi 


scale type: Diatonic (chromatic iii ascent) 


PATHAMANJARI 
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characteristics: Somewhat resembles Deshi but its samvadi is C (Sa). 
A+ (Dha+) is high, there is no E (Ga), no A (Dha) in ascent. 


expression: Joyful, playful but ambitious. G and (Pa and Sa) give an 
expression graver than Deshi. This raga is akin to Asa van in spite of the 
D natural (Ri shuddha). 


Joyful t active 



shruti-s: expression 



















































































STHAYl 
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YAVANAPURl 

Yavana Tod! is fully ripe, a foreign girl. Richly dressed, 
her hair plaited upon her brow, she wears golden ear-rings 
shaped like flowers and set with precious stones. Skilful, she 
plays in the morning languidly, sipping the wine of grapes, 
letting her white limbs and lovely form be seen. 

(Rdga-mdld of Pundavika Vitihala) 


tuning or instrument: 

group: Tudi 


c la ss (Jail ): Shadava- 
sampiima (hexatonic 
in ascent and hepta- 
tonic in descent) 



Aroha Ascent Avar oka Descent 



sonant (Vadi)\ A|j (Dhak.) consonant (Samvddt): {Ga k.) 

time OF play: morning first watch {6 to 9) 
mode type (Thdta)\ Yuvanapuri 

scale type: Pythagorean diatonic. Plagal mode of A(Dha) in the natural 
scale 





























































































































YAVANAPORI 
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characteristics: combination of Deshi and Gandhari (Bhatkhande calls 
this raga Asavari) 


expression: Tender, loving and active appeal. Sensuous but with depth of 
feeling; daring and childish (D, Ri), but, at the same time, grown-up and 
serious (A[?, Dha k.), with grace and beauty 

D (Ri) manly, commanding, childish, stubborn. (In Asavari DJj (Ri k.) 
is wise and melancholy) 

AJ* {Dha k.) is mature 

Bjj-h (Ni k,+) is impure, selfish 

Request with selfish motives 



shruti-s: expression 



YAVANAPORI 
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OUTLINE 




STHAYl 



antarA 
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ASAVARI 


Her breast adorned with saffron, embraced by her man of 
expert taste in music, so shines Asaveri, in the mind of the 
sages. 

(Chatvarimshach'hata-raga-niriipanam p. 22) 


I remember Asaveri, all clad in red, eating pomegranates. 
Fair, with lovely nails, her arm supports her heavy breasts. 
Holding a cushion she bends her body and shows her face, 
loosening her garments in her eagerness for pleasure. 

[Ruga-sagara 3, 65) 

On the peak of a mountain, Ashavari of shining blackness, 
adorned with peacock feathers and a rare necklace of splendid 
pearls, drags forth the serpent from the sandal-trees and wears 
it as a zone. 

(Sangtia-darpana 2, 75 ; 
Shiva-tattva-ratndkara 6, 8, 113} 


group: TodI 


class (Jati ); A u da va-sampurna 

(pentatonic in ascent and heptatonic in descent) 

Aroha. Ascent Avaroka Descent 



TUNING OF INSTRUMENT: 



sonant (Vddi): A\> (Dha L) consonant (Samvddi): D[> (Ri k.) 


TIME OF PLAY: morning first watch (6 to 9) 


ASAVARI 
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MODE type (Thata): Bhairavl 


scale type: enharmonic in ascent, and diatonic in descent 


characteristics: resembles Gandhari or Yavanapun but with Bjj (Ri k,) 

expression: 

Renunciation, grave 
and dignified. Ascent 
always by thirds. 



Similar to Gandhari but 
more pathetic because 
of D flat (Ri koinal) 
which makes it more 
feminine and deeper 
than Yavanapuri, it 
introduces melancholy 
but also wisdom and 
soberness. (The D nat¬ 
ural (Ri shuddha) of 
Yavanapun is manly, 
commanding, childish, 
stubborn.) Much use of 
A flat (Dha komal) 
makes this raga very 
expressive and tender. 


feminine 



shruti-s expression 



theme (RUpa)\ 



\ 
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ASAVARI 


OUTLINE 



STHAYl 



ANTARA 






CHAPTER IT 

LATE MORNING RAGA-3 


/ 


































































































































































6. BHAIRAVI GROUP 
(Second quarter of the day) 


Rewa. 

Dhanl 

Shat 

Bhairavi 

Bhupala 

Samanta 














REWA 


grout: Bhairavi 


TUNING OF INSTRUMENT; 



class 

Audava (Pentatonic) 


Ay oka Ascent Avar oka Descent 



sonant {Vadi): Sa (C) (Bhatkhande consonant (Samvadl ): Pa (G) 

gives the Vadi as Ga (E) P or 

RiK(Bb)0 


time of flay: day, second quarter 


MODE TYPE {fhdta): Bhairava 


SCALE type: Defective chromatic in the lower tetrachord, enharmonic in the 
upper one. 


aiARACTERiSTlcs: No F (Ma) and no B (Ni). The timing Dp (RiK) and Ah 
(DhaK) is the real tuning of the raga, giving its chief expression. 

Db (RiK) and Ajj+ (DhaK+) are only incidentally used. 

V? .t"? Sam ™ d ! Sa Pa ( C G ) ex P r ess activity, energy. The absence 
ot 1' (Ma) means absence of calm, thus restlessness. 

expression: Tender and loving appeal. Resembles Shri or Dipaka. 


tonic 


RE WA 



theme (Rupa): 



I 

■[ 
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RE WA 


OUTLINE 


Scale 



STHAYI 




ANTARA 




a tempo 
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DHANI 


group: Bhairavi 


TUNING OF INSTRUMENT: 



class {]ati)\ Audava (Pentatonic) 


Araka Ascent Avaroha Descent 



sonant (Vadi): 
B|? (NiK) 


consonant (Samvddi): 
EJj (GaK) 


j ime of play: day, second quarter (9 to 12) 

mode type (Thdta): Kafi scale type: Chromatic 

characteristics: No D (Ri), no A (Dha). 

< (h) like in Malakosha slightly trembling. Dhani is thte morning equiva¬ 

lent of the evening raga Malakosha ; the difference being that the 
(DliaK) of Malakosha is replaced here by G (Pa), which is sunlight. 

i x pres SION: Love of Nature, green lields ; contemplation of the forest or the 
mountains, happy and poetic, but with some daring and strength. 


The interval C G (Sa Pa) 
expresses Nature, life. 
































































































tonic 
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DHANI 


shruii s: expression all the notes are light and spontaneous 
without sadness ; 



theme (Rilpa): 


liberation 


du An I 


OUTLINE 



Scale 



STHAYI 



ANTARA 
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SHAT 

On the blessed summit of Mount Kailasa dwells the 
Greatest of Sages* With matted locks, His body white with 
the ash of funeral pyres, sweetly and tenderly He smiles. 
Ever in Him, Shat raga, at dawn, are sung majestic odes worthy 
of meditation. In Him there dwells the music of the Gods, its 
sweetness and its meaning, {Raga-kalpa-druma p. 30) 


GROUP: Rhairavi 

class {Jati): Audava- 

sampuma (pentatonic in 
ascent, heptatonic in 
descent) 


TUNING OF INSTRUMENT! 



Aroha Ascent Avaroha Descent 



sonant (Vddt): G (Pa) consonant [Samvddt): C (Sa) 


time of play: day, second quarter (g to 12) 


mode type (Thdta): Rhairavi scale type: Chromatic in ascending; and 

Pythagorean diatonic in descending* 

characteristics: all flat notes 

expression: (resembling: Asavarl bnt in male character) * Misery, helplessness, 
loving and sad 



compare with 
female shape 
of Rhairavi 



SHAT 


1.77 


characteristic motive of the male shape of Shat 



compare with female shape in 
Asavan; where A|? (Dha k.) 
gives a female character 



s Ilium - s: expression 



theme (Rupd): 



I 

s 























































r?8 





sjy^r 

OUTLINE 

x Scale 



» »'■ l * : 

-P* 1”» | H Z \ 

tf “- 1 

F* l« (k=.) * 


STHAYl 



ANTARA 
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BHAIRAVI 

She whom poets in their vision see as great-eyed Bhairavi, 
golden consort of Bhairava, throned on carven crystal at the 
|K-;ik of Kailasa, with cymbals in her hands, worships Him 
will i the leaves and flowers of the lotus. 

(Rdga-kalpadruma p, 17 ; Sangita-darpana 2-48 
Chatvarimshach’hata^raga-nirupanam p T 13 ; 

Shiva-tattva-ratndkara 6, 8, 59) 


TUNING OF INSTRUMENT 


<*»oup: Bhairavi 

« i ass {jati): 

Sin n | ni rna (heptatonic) 



Aroha Ascent Avaroha Descent 



M IN ANT (Vadi): C (Sa) consonant' (Samvddi): F (Ma) 

nwrc of play; day, second mode type (ThdtaY Bhairavi 

ipinrter (9 to 12) 


auc type: Pythagorean diatonic 


r iiaractehistics: accidental use of D natural (shuddha Ri) and of Ff (Ma 


ifxI'Ki’.ssiON, very tender, loving, and melancholy„ Sadness mixed with 
passion and pleasure. 


desire for love 
and caresses 



expectation 

(sadness), 

caressing 



w I J I 


pleading 
(A)? Dim k.) 



passionate 

appeal 
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BHAIRAVI 


F# (Ma tlvra) and D natural 
(Ri shuddha) express in¬ 
tensity, pleasure. 

F# (Ma tlvra denotes tension 
D natural (Ri shuddha) 
shows lack of shyness. 



satiation r 
satisfaction 



question 



compare the feminine shape of Bhairavi with the 
similar expression in the male character of 
Malako£ha: 



shkuti-s: expression 



theme (Rupa): 




I ill 


interrogative, tender 


BHAIRAVI 


OUTLINE 



ANTARA 


























































































































































































































BHtfPALA 


I see Bhupala comfortably seated on a lion’s throne, his 
huge family around him. Young women, their eyes like those 
of deer, fan him with a whisk. (Raga-sagara 3, 5 ) 


tuning of instrument. 

group: Bhairavi 

class (Jati): Audava 
(pentatonic) 


Aroha Ascent Avar oka Descent 



sonant (Vadt): Ajj {Dha k.) consonant (Samvadt): A[7 (Ga k.) 

time of flay: day, first quarter {from sunrise} 

mode ty pe (Thata): Bhairavi scale type: Enharmonic (plagal) 

characteristics: no F (Ma) and no B.(Ni); ail the mobile notes are Hat 
expression: great sadness but borne with calm. Sad, tender and loving 

No F{Ma): dejected $ —n like a story told 0/ 

unsatisfied, unreal = fe—^4-l ~?=i love rejected 




IUI OP ALA 


1B3 


/.leading 


sadness 



soma satisfaction 



but sink again into despair 



Very sad and depressed (the dominant notes being A[7 and EJ7 (Dha k- 
l l.i k-). Every note expresses sadness but this sadness may come either from 
.a l u ration, helplessness, or devotion. G(Pa) gives the strength to endure it. 


sM it uti-s: expression 



c 

o 


m 

w 

<v 


tri 


.2 


♦b 

CO 
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ffi 
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A 
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M 


theme (Raps): 
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BHOPILA 


OUTLINE: 



ANTARA 
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SAMANTA 


group: Bhairavl 


class Audava-shadava 

(Pentatonic in ascent and 
hexatonic in descent) 


TUNING or instrument: 




* 


Aroha Ascent 


Avar oka Descent 


> • i>* 


sonant {Vadi)\ F (Ma) 


consonant {Samvddi)\ C (Sa) 


11 me of play: noon 


mod it type (Thdta): Bhairavl 


scale type: Enharmonic in ascending but the lower tetraehord becomes 
diatonic in descending by the addition of Efcr (GaK). 


characteristics: By its structure this raga should belong to Sandhi' 
pmkasha (conjunction of day and night) but it is actually played in the 
middle of the day because of the predominance of the interval C F (Sa Ma) + 
Never stop nor insist on A (Dha). 


expression: Contentment and quiet pleasure, calm and powerful, no 
anguish, nor anxiety. Samanta has been said to represent the creation of 
the universe. 
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SAMANTA 


Sa Ma (C F) expresses contentment 



F G A[i (Ma Pa DhaK) pleasure 



no pleading , no animal passion (no B|j or E[j) (no NiK nor GaK) 
Eb (GaK) in descending (Avaroha) brings joy. 



shruti-s: expression 

* 



'n 

o 



to¬ 
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THEME 


(no B (Ni), no physical passion) 


SjAMiV7\4 
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OUTLINE 



% 


Scale 


1 >« * * * * 


sti-iAyI 



ANTARA 


Ajrpuf&ijin. 














































































































7. BILAVAL GROUP 
(Second quarter of the day) 

Bilaval 

Bach’ha Bilaval 
Kakubha Bilaval 
Alhaiya Bilaval 
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bilAval 


Velavali has the lustre of the blue lotus. Arranging jewels 
upon her body, she makes secret signs to her lover. How can 
she forget for one moment her chosen deity, the God of 

^ OVe {SangUa-darpana 2 , 59 ; 

Chaivdrimshach Imta-rdga-nirupanam ; 
Shiva-tattva-ratnakara 6, 8, 81) 


tuning of instrument: 

group: Bilaval 


class (Jdti)\ Audava-shadava 
(Pentatonic in ascent and 
hexatonic in descent) 



Atoka Ascent Avaroha Descent 



sonant (Vddt): A(Dha) consonant (, SamvdM ): E(Ga) 

time of play: day, second quarter (from 9 to 12) 
mode type (Thdia): Bilava I 

scale type: Diatonic (but defective in ascent) in the lower tetrachord; and 
chromatic (minor tone and minor third) in the upper tetrachord. This 
explains the sometimes very pathetic expression of this apparently major 
mode 

characteristics: resembles the Western diatonic scale and was taken as 
basic scale for the first time in 'Nagmat e Asaphi J (1813} by Muhammad 
Rezza. R(Ni) is used sparingly and only as a grace note to A (Dha) 


BILAVAL 


191 


expression: active and tender, inquisitive, mixing joy and affection. 
D(Ri) and G(Pa) are cleaT and joyful. E (Ga) and A (Dha) are soft and gentle. 
F-(Ma-) is uncertain and grave, tender and affectionate 


SHRUTT-s: expression 



THEME (Rtipd): 
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BILAVAL 


OUTLINE 



STHAYl 



ANTARA 
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LACK'HA BILAVAL 


group: Bilaval 


glass [Jaii ): Shadava-sampurna 
(Hexatonic in ascent, hepta- 
tonic in descent) 


TUNING OF INSTRUMENT; 


Aroha Ascent 


Avar oka Descent 



sonant (Vadi): B (Ni) 


consonant (Samvadi): E (Ga) 


time of play: day, second quarter {9 to 12) 


mode type {Thata): Khammaja 


scale type: Diatonic 


characteristics: Similar to Alhaiya Bilaval but with vadi B (Ni) and 
samvadi E (Ga). 


i mpression: Pleasant, joyful morning, deep and sincere, spiritual and 
contented, for songs of devotion, love and happiness. 

The upper tetrachord resembles Kkanimaja, the lower tefrachord re¬ 
sembles Bilavah 

K (Ga) with the sparingly-used D (Ri) gives the expression of prayer and 
sliyness, soft and tender. 



H\y (Ni slmddha) is clear and joyful. 
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LACWHA BI LAVAL 


shiujti-s: expression 



theme ( Rupa ): 


Allegro 



clear and joyful, sensuous 


LACH’HA BILAVAL 


m 


OUTLINE 


Scale 



STHAYl 




ANTAKA 
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KAKUBHA BILAVAL 


“With a garland of champaka, her face like the moon, 
plump, showy, generous, adorned for love, Kakubha with her 
enticing glances is charming." (SangUa-darfiana a, 57; 

Shiva-tativa-rainukiira 6, 8, 78) 


group: Bilaval 


TUNING OF INSTRUMENT: 


♦ 




class [Jati): Sampurna (Heptatonic) 




Aroha Ascent 


Avaroha Descent 


sonant ( Vddl ): B (Ni) 
(sometimes G (Pa)) 


consonant ( Samvddi ): E (G L 
(sometimes D (Ri)) 


time of play: late morning towards midday (like Saranga) 
mode type (Thdta): Khammaja 

scale type: Pythagorean diatonic (with ornamental diminished 7th) 
(Ni komal}* 

characteristics: Use of both B and B flat (Ni komal). 


expression: Glory (sung at the time of coronation, etc.}. Very joyful 


KAKUBHA BILAVAL 
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shruti-s: expression 



theme {Rupa): 




















































ig8 


OUTLINE 


/ 

KAKUBHA BILAVAL 


Scale 



STHAYl 



ANTARA 



igg 


ALHAIYA BILAVAL 


group: Bilaval 

class (Jati): Sampuraa 
(Heptatonic) 


tuning of instrument: 



At oka Ascent Avar oka Descent 



sonant (Vddt): G(Pa) consonant {Samvodi}: D (Ri) 

time of flay: day, second quarter (9 to 12) 

mode type (Thdta): Khammaja scale type: Diatonic 

characteristics: use of Bf; (Ni k.) as an ornament from G(Fa) and rarely 
of an accidental F# (Ma t) as an ornament of G (Pa), [According to 
Bhatkhaiide, Dha(A} and Ga(E) are the Vadi and Samvadi] 


expression: 

pleasing, lovely. (Ni k.) 
is tender and submissive, 
gently praying with folded 
1 lands. In relation with 
D(Ri), the samvadi, F- 
(Ma-j forms a minor third 
and thus has a melan¬ 
choly expression. 



all depends 
upon your 
mercy 



weeping, the 
head on the 
master's feet 



































































































200 


alhaiya bilAval 


shruti-s; expression 



selfish, pleasure, demand 


ALHAIYA BILAVAL 
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T&mt 


OUTLINE 




ANTARA 





















































































































































CHAPTER III 

NOON AND AFTERNOON RAGA-S 






































8. SARANGA GROUP 
(Noon raga-s) 

Saranga 

Madhyamadi 

Brindabani 

Gauda 
















SARANGA 


His sombre limbs mighty in armour are covered with a 
yellow robe* Armed with discus, mace and bow and bearing a 
shield, his gleaming quiver full, holding a lotus and a conch, 
adorned with sumptuous ornaments, Saranga rides upon the 
bird-form Garuda. {Rdga-mdld of Pundarika Vitthala) 


Saranga, the young hero, pride of the god of love, drinks 
the liquor of honey. He delights in bouquets of flowers. 

(Chatvarim&hack'hata-raga-nirupanam p. 16) 


group: Saranga 

class Audava 

(Pentatonic) 


TUNING OF INSTRUMENT: 



Aroha Ascent Avaroha Descent 



SARANGA 
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sonant (Vadi): G(Pa) consonant {Samvadl): D(Ri) 


TIME of play: midday 


mode type (Thdta): Khammaja scale type: Chromatic 


characteristics: no A(Dha) and no E(Ga) 


expression: pleasing and charming. The subject of all Saranga-s is lovely 
forms, no pathos, but only tenderness. Among Saranga-s, Shuddha Saranga 
is like a motherly woman, who expresses herself in soft, moderate and 
affectionate terms. She is gentle, soft and selfless. 


SHRUTi-s: expression 



THEME {Rupd)\ 
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Tome 


OUTLINE 



STHAYl 



ANTARA 
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MADHYAMADI SARANGA 


"Madhyamadi, lotus-eyed, her golden skin smeared with 
saffron, laughingly embraced by her husband, kisses and is 
kissed by him, the sages tell, after her heart’s desire.” 

(Sangita-darpana 2, 47 ; Chatvarim- 
shack 1 hata-raga-nirupanam, p. 9 ; 
Shiva-tattva-ratnakam 6, 8, 57) 


group: Saranga 


TUNING OF INSTRUMENT: 
- ~ ^ 


class (Jati): Audava (Pentatonic) 


Aroha Ascent Avaroka Descent 



sonant ( Vadi) : G (Pa) 


consonant {SamvMl)\ D (Ri) 


time of play: midday 


mode type (Thdta)\ Bilaval 

scale type: Pythagorean chromatic in the lower tetrachord and Pythagorean 
enharmonic in the upper tetrachord. 


characteristics: No A (Dha) and no E (Ga) 


expression: Pleasing; all-brilliant midday. Forceful, childish, hungry. 
Among Saranga-s she is a child, or a woman of pleasure. All notes are self- 
confident, oven F (Ma) is not soft. 

























































































































tonic 
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madhyamAdi sAranga 


shruti-s: expression 



theme (Rapa): 


hard, self-confident, selfish, physical 
desire, ambition 


MADHYAMADI SlRANGA 
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OUTLINE 


Scale 



STHAYI 


Moderate but rhythmical. (J =56) 





ANTARA 
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BRINDABANI SARANGA 


gkoup: Saranga 


class {Jati): Audava (Pentatonic) 
with both B (Ni) and B[> (NiK) 


TUNING OF INSTRUMENT: 


Aroha Ascent 


Avar aha Descent 



sonant (Vadi)\ G (Pa) consonant (Samvadi): D (Ri) 

time of play: midday 


mode type ( Thdla): same scale as Mallar (Khammaja thata) 

scale type: Chromatic (the upper tetrachord being enharmonic in ascent) 


characteristics: No E (Ga), no* A (Dha). 

B (Ni) is natural (shuddha) in ascent and flat (komal) in descent. 


expression: A young woman, passionate, pleasing, loving and tender. She 
has both force and charm. 

B(j (NiK) closed eyes, 

B natural (Ni shuddha), open eyes. 

B+ (Ni-h) demands. Speaking clearly, without dissimulation. It makes 
the raga childish, gay and clear. 

(NiK) brings in more delicate emotions, no demands but love and 
affection. Among Saranga-s, BrindabanI seems more grown up. Already 
a woman, she shows deeper understanding, is more moving, she will also 
obtain more. 




BRINDABANISARANGA 
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shruti-s: expression 



THEME (Rtipa): 



1 
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BRINDABANI SARANGA 


OUTLINE 


Scale 


STHAYl 

Qracflfut and lively (J -44} 






ANTARA 



.p> . 
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GAUDA SARANGA 


Seated beneath the wishing Tree Iris body white as snow, 
his long hair tightly bound, Gauda Saranga is seen in the 
afternoon playing upon a lute. The sages tell that he has the 
voice of a nightingale, (Raga-kalfta-druma p. 29) 


group: Saranga 

class (Jdti): Shadava-sam- 
pQma (Hexatonic in 

ascent, pentatonic in 

descent) 


TUNING OF INSTRUMENT: 



Aroha Ascent Avaroha Descent 



sonant (Vadt): E(Ga) consonant (Samvadt): B(Ni) 

time of play: midday 

MODE TYPE (Thata): Kaiyana scale type: Diatonic 

characteristics: similar to Bihaga (a midnight raga), In all Saranga-s, D, F - 
and G (Ri Ma and Pa) are predominant, this is a characteristic of midday, 

expression: contentment, faith, very tender and loving prayer, more 
restful, lovely, peaceful and contented than other Saranga-s. 

The two F(2 Ma) (natural and sharp) represent midday (or midnight). 

E.,, (Ga+) denotes satisfaction, contentment, faith; E (Ga) relief, consola¬ 
tion. 
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GAUD A SARANGA 


Shrut i-s: expression 



theme 


doubt, aspiration, softness 

brightness, strength., sensuousness 


GAUD A SARANGA 
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OUTLINE 



STHAYl 



ANTARA 







































































































































































9 . SHRl GROUP 
(Last quarter of the day) 

Dhanashri 

Malavashri 

Shri 

Bhimapalashri 

Multan! 
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DHANASHRI 


"Charming is Dhanashri, her body sombre like the durva 
grass. Her cheeks are pale with the torment of separation. 
The tear drops falling on her breast, she is writing to her 


beloved.” 


(Sangita-darpana 2 , 74 ; Chatvarim- 
shack'haia-rdga-^nirupanam, p. 9 ; 
Shim-tattva-ratnakara 6, 8, no) 


"Beautifully dark at the side of her lord Dhanyasi lies on 
a bed in a charming mountain hut. A lute presses against the 
nipple of her breast. I ever think of her.” 

(Raga-sdgara 3, 43) 


group: Shri 


TUNING OF INSTRUMENT; 


1)0 (ho) IkP 


Class {Jati): Audava-sampurna 
(Pentatonic in ascent, hepta- 
tonic in descent) 


Atoka Ascent Avaroha Descent 



sonant (Vadi): C (Sa) 


consonant (Santvadt ): F (Ma) 


time of play: second part of tlie afternoon 


mode type ( That #) : BhaiTavI 


scale type: Diatonic 
(-with chromatic ascent) 


characteristics: Sister of Bhimapalashri Ab (DhaK) is always used lightly 
and sparingly. 

Never stop on Rij; (D[?), which must be soft and lightly used. 


DHANASHRI 
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expression: Softness (while Bhimapalashri has a noble appearance), loving 
and tender but with desire ; voluptuous, contented but with shyness. 
A sadness is latent in the background (the Dfcr (RIK) and A[? (DhaK) 
never stopped upon); its vague presence gives more value to the tenderness 
expressed. 


physical satisfaction 



shruti-s: expression 



theme (Riipa): 
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dhanAshri 


OUTLINE 

Scale 



STHAYl 


Gfiirtty (J -50) 





ANTARA 
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MALAVASHRl 


“Slender, sitting at the foot of a mango-tree, with a 
dreamy smile she holds in the palm of her hand a red lotus. 
So they describe Malavashri.” 

{SangUa-darpana z, 73 ; Skiva-taUva- 
ratndkara 6, 8, 108) 


group: Shrl 



TUNING OF INSTRUMENT: 

O’-) <> 


class Three main 

notes with ornaments 


Aroka Ascent Avaroha Descent 


-y 


WrTx -——W-*- 



—- 



sonant (Vddl): C (Sa) ^consonant (. Samvddl ): G (Pa) 

time of play: second part of the afternoon, before twilight 

mode type (Thata): Puravi scale type: Overtones 

characteristics: The ornamental notes should be short and light. 

expression: Manlike; pleasure, readiness for work. A tender and joyful 
call, commanding and inspiring. 






















































































(tender) 
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MALA VASHRI 


shruti-s: expression 



theme {Rupa): 


stable, confident 


MALAVASHRI 
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OUTLINE 

Scale 



STHAYl 
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SHRl 


Shri-raga is eighteen. With tender leaves quivering at his 
ears, he is the alluring image of the God of Love. Robed in red, 
he looks like a king. Sa and all the other notes are his slaves. 

( 5 dngita-ddrpana 2, 70 ; Ckatvarimshach'hata-raga-nirupanam 
i, 68 1 Shiva-iaUva-ratnakara 6, 8, 103) 


My heart worships Shrl Raga, whom lovely women surround. 
His hand resting on a lion's head, he sits in the posture of 
heroes. His sceptre is laden with precious stones. 

(Raga-sagara 3, 9) 


group: Stir! 


class iJaii): Audava-sam- 
purna (pentatonic in 

ascent. Kept atonic in 

descent} 


TUNING OF INSTRUMENT: 


“tra-W - 


-Mr n)- 


11 


Aroha Ascent 


Avar oka Descent 



sonant (Vddf): DJ7 (Ri k.) consonant (Samvadi ): G(Pa) 

time of play: second part of the afternoon 


mode type {Thata): Puravl scale type: Chromatic 

characteristics: no E(Ga) and no A{Dha) in 
ascent. The higher A £ (Dhak.) is used only 
in the following figures: 



SHRl 
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expression: lethargy, melancholy, half awake, tender, loving, sad but 
spiritual, as a call for evening prayer. 


half awake 



melancholy 



Contentment , 
peace 



inner joy 



shruti-s: 




T 3 


QjO 

a 
* ^ 
la 
<0 
a, 


S 


I 

<3J 

'O 


(Si 


c 



A 


THEME (Rupd): 



jittrjj I j M 
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SHRI 


OUTLINE 



ANTARA 
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BHIMAPALASHRl 


With wide lotus eyes and fragrant with celestial flowers, 
Bhimapalashri, the sages tell, sings with her deep voice to the 
lute. Her lovely form is the embodiment of art. 

(Raga-kalfia-druma p. 22} 


TUNING OF INSTRUMENT: 

group: Shri 


class {Jdii): Audava 
sampurna (pentatonic 
in ascent, heptatonic 
in descent) 


Aroha Ascent Avaroha Descent 




sonant (Vadi): F (Ma) consonant ( Samvadi ): C(Sa) 

time of flay: 2nd part of the afternoon 

mode type [Tkdta)\ Kafi scale type: diatonic (with chromatic 

ascent) 

characteristics: Kafi played in Multani style, F (Ma) is always accentuated 


expression: peaceful, tender and pleasing, with some ambition 
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BHlMAPALASHRl 



THEME {R&pa): 


demand, desire, ambition 


BHlMAPA LASHRl 

OUTLINE 
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ANTAR& 



■ 




A 
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MULTANr 


group: Shri 


class (Jati): Audava-sampuma 
(pentatonic in ascent, hepta- 
tonic in descent) 

Aroha Ascent 


TUNING OF INSTRUMENT: 



Avar oka Descent 



sonant (Vadt): Ejj (Ga k.) consonant {Samvddi)\ B + (Ni + ) 

time of play: 2 nd part of the afternoon 
MODE type (Thata)\ TodT scale type: Chromatic 

characteristics: Todi scale 


expression: Tender and melancholy, but also pleasing and lovely. More 
clear, more contented, more manly, less mild than Todh No sadness, 
(Fff+ (Ma T + ) and Aj? (Dhak.) do not bring sadness), Dj? (Ri k,) is never 
used in the ascending scale and is very light in the descending one. 


MULTAN I 
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shruti-s: expression 



THEME (Rilpd): 
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MULT AN I 


OUTLINE 



ANTARA 



10. NATA 
(In the afternoon) 


"Valorous, his golden body smeared with blood, his arm 
upon the neck of his stallion he wanders about the battle¬ 
field. So the ancients imaged Nata-raga." 

{Sangita-darpana 2, 69 ; Skiva-tallva- 
ratnakara 6, 8 , ioi) 


"Ever shall I praise Nata raga proudly riding a large 
horse through the battle field. Wearing a high crown, he 
carries a sword and a shield and a bow in his hand. The 
crescent moon on his forehead, he appears kind and gentle 
surrounded on all sides with beheaded bodies." 

(Raga-sdgara 3, 29) 


group: Nata 


TUNING OF INSTRUMENT: 



class {Jati): Sampurna-audava 
(Heptatonic in ascent, pentatonic 
in descent) 


Aroha Ascent 

■ * ’ 


Avar aha Descent 
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NAT A 


sonant {Vddi): F (Ma) consonant (Samvadi): C (Sa) 

time of flay: afternoon, second half. 

(Some, however, place it in the second quarter of the night) 

mode type (Thdta): Bilaval scale tyfe: Diatonic 

characteristics: Nata mixes easily with other raga-s, hence there is Nata- 
Bihaga, Kamoda-Nata p Kedara-Nata, etc. 

expression: Pleasing and joyful 


shruti-s: expression 



theme ( Rufia ): 


NATA 


2 37 


OUTLINE 



STHAYl 




KAMODA NATA 



KEDARA NATA 



» i' 


i 


























































































































CHAPTER IV 

EVENING RAGA-S 
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11. PILU 


group: Pilu. 

TUNING OF INSTRUMENT: 



class (Jati ): Sampuma (hept atonic) 


Arofta Ascent Avaroha Descent 



sonant Eb (Gak + ) consonant (Samvadi): B + (Ni + ) 

time of flay; fourth quarter of the day (late afternoon before sunset) 

MODE TYPE {Thaia): Pilu 

scale type: the twelve chromatic notes. The regular descent is equivalent to 
the Western minor mode. 

characteristics; Pilu uses all the chromatic notes. Fg (Ma t.) is only used 
as an ornament of G (Pa). In ascent for each note, the inferior half tone 
should be used as ornament, in descent the superior half tone, 

expression: she does pot know herself what she wants, she is satisfied yet 
longing for something else, sometimes gay and sometimes sad, ever 
changing. 


PILO 
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shruti-s: expression 


. 1>S3 tel Iro ' I* 




£ 

o 


JB 

o 

a 

P bo 

is -3 P 

5 u .« 

- . s 

6 

d F 

<V o 


I 

-> 


cd 
C 
o 
i n 


<D 


§ s * 

S t a 

o 

^ Vi 

- p 
M o 
« P* 
Ti m 

a J 

tu 




60 


a 

+J T3 

G g 

>§ ft 

11 

4 f ^ 

T3 .£ T3 

a ^ o 


<u 

a 


£ 


a 

.5 


o 

o 

§ 

4J 


a 

L m 

1 

HM 

fl 

OJ 


<D 

| 

ft 


- £ ^ SG 


i 


TBEME (Rupa): 



OUTLINE 





Turing 




beautiful, charming 

desire, appeal 

soft, aspiration 

bright, joyful 



































































































12. PURAVI GROUP 
(At the end of the day) 


Marava 
Puravi 
Rat Puriya 
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MARAVA 


First among the daughters of the Rajput desert, this 
stately moon-faced girl with her long tresses, tender eyed like a 
young deer. Her golden limbs are robed in red and richly 
adorned with flowers. Smiling, she praises the knights 
assembled on the battle-field. Thus, ever, is Marava, with Ni 
and Ga like fire, Ri and Dha like elephants, 

( Rdga-mdld of Pundarika Vilthala) 


I see Marava who playfully holds a many coloured discus. 
Beneath a sweet-mango tree she stands near to Shiva, the 
three-eyed Lord of Sleep. (Raga-mgara 3,37) 


TUNING OF instrument: 


group: Puravi 


class (Jati): Shadava (hex atonic) 


Aroha Ascent Avaroha Descent 




sonant ( Vadi ): E(Ga) consonant (Samvadi): A(Dha) 


time of play: late afternoon before sunset. 


MODE TYPE (Thata): Marava 


MARA VA 
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scale type: Chromatic 


characteristics: no G(Pa) l D(Ri) and B(Ni) sparingly used in ascent 

expression: uncomfortable time, when something is expected to happen* 
Somewhat warlike, but with tender (Ri k.) ; rough, unfinished, un¬ 
comfortable, uneasy. 

No G (no Pa) means that something essential is missing. 

(Ga + ) and A + (Dha + ) are active energetic. (Ri K.) is reluctant, 
tender. 


shruti-s: expression 



theme (Riipd): 
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MARAVA 



OUTLINE 



STHAYl 



ANTARA 
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PURAVI 


Puravi, her deceitful body so charmingly beautiful is 
filled with the pain of separation. Her lotus eyes heavy with 
sleep, still, at the end of the day she is thinking of her lover. 

(Raga-kalpa-druma p. 23) 


Strong, of many colours, with a floating white veil, 
Purvika, skilled in archery, comes riding on an elephant. 

(C hatvarimshack'hata-raga-nirupanam p. 8) 


Intoxicated with wine and with praise, Purvika is restless 
like a young deer. Her moonlike body is clad in a garment 
thinly woven with gold. Her hands hold a parrot and a cup of 
wine. The head of her lover rests upon her lap. 

{Raga-sagara 3, 49) 


TUNING OF INSTRUMENT: 

group: Pilravl 


ci-ass (Jati): 
Sampuma 
(heptatonic) 





Arohn Ascent 


- ■ v 


Avar aha Descent 


~*' m * e , ^ 
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PVR AVi 


sonant (Vadi): E (Ga) consonant {Samvadi): B + (Ni + ) 

time of play: end of the day (last quarter of the day) 
mode type ( Thdtd ): Marava scale type: mixed chromatic and diatonic 
characteristics: both F natural {Ma shuddha) and Fjf (Ma tlvra) 


expression: sunset, prayer, request* 

The abundant use of E (Ga) gives strength. 

The use of both F{Ma) and F# (Ma t.) brings about a good natured and 
energetic expression. 

(The use of both F (Ma) and Ffl (Ma t) always accentuate the expression) 
the D[?- (Ri k,-) is very tender. 


shruti-s: expression 



theme {Rupd ): 


PURAVI 
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OUTLINE 



STHAYl 



ANTARA 
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RAT PURIYA 


GROUP: Puravi 

TUNING OF INSTRUMENT: 


I'O g P == 


CLASS {Jdti); Shadava (Hexatonic) 


Aroka Ascent 

4 — .. 

A varoha Descent 

few * »■ ■ — 1 



sonant (1' adi ); E (Ga) consonant (Samvath): B (Ni) 


TIME OF flay: early night (first quarter) 


mode type (Tkata): Mlrava scale type: Chromatic 


characteristics: No Pa (Ga), C (Sa) very rarely used and only at the end 
of variations. 


EX instability AnarChy ' a C0Untry wlthoLlt a kin g. disorder in feelings 
(Because of the absence of fifth (Pa) and the rarity of the tonic (Sa).) 


RAT PURIYA 



theme [Rupa)\ 



pleasure loving: 
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RAT PURIYA 


OUTLINE 

Scale 






STHAYl 
(J= 60 ) 



ANTARA 


253 


13. DlPAKA 
(The Fire raga) 
(After sunset) 


“For a lustful end having put out the lamp, Dipaka, king 
of raga-s, draws near to his beloved in the darkened house. 
But he is made bashful by the brilliance of her jewelled 


diadem.” 


[Sangita-daypana 2 , 64 ; Chatvayimshach'kata 
rdga-nirupanam, p. 21 ; Shiva-taUva- 
raindkara 6, 8, 92} 


group: Dipaka 


class ( Jati ): Shadava 
(Hex atonic) 


♦ 


TUNING OF INSTRUMENT: 


0 


Aroha Ascent Avar oka Descent 



sonant [Vddi)\ G (Pa) consonant {SanivddlJ: C (Sa) 

time of play: sunset, when lamps are lighted at the end of twilight 
mode type (Thffia)'. Shrl scale type: Chromatic 

characteristics; No D (Hi) in'asn nl ami no H (Ni) in dracent. 
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DIP AKA 


expression: Fire, vigorous and manly, 

I he scales of Dipaka and Shn are similar, the one being masculine, the 
other feminine. 

The AfcM (DhaK i ) is clear, expressive (not soft and sad like the Af? (DhaK) 
of Todi}. 



theme (j Rupa): 


DIPAKA 


2 55 


OUTLINE 


Scale: 



sthAyi 



antarA 



































































































































































































CHAPTER V 

RAGA-S OF THE EARLY NIGHT 







14. KALYANA GROUP 
(Night, first watch) 

Y aman- Kalyana 
Tilaka Kamoda 
Gopi Kambhoji 
Yaman 
Kamoda 
Chhayanata 
Kedara 
Bhupaii 
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YAMAN-KALYANA 


I see Yamana Kalyani in her blue royal robes gently 
rocking on a swing. Women hold her lovely hands.” 

(Rdga-sdgara 3, 57) 


“With her dim moon-fair body, her lovely breasts, and a 
lotus in her hand, her skin chilling with an exquisite emotion, 
Kalyani of the lovely voice is riding on a deer/ 1 

(Chatvarimshach hata-raga-nirupanam t p. 11) 


“Lovely lotus of the forest Kalyani, the giver of boons, 
strikes with a plectrum the strings of her lute. Yellow as 
turmeric, her neck is loaded with garlands of golden champak 
flowers. The she-parrot, the Shari bird, the swan, enhance her 
music with their cries. For her each day is the season of love/ 1 

(Raga-sdgara 3, 26) 


group: Kalyana 


TUNING OF INSTRUMENT: 



class ( Jati ): Sampilrna (Kept atonic) 


Aroha Ascent Avaroha Descent 



YAM AN- KALYANA 


261 


sonant [Vddi)\ E (Ga) consonant (Samvadl): B (Ni) 

time of play: first quarter of the night 

MODE TYPE (Thdta): Yaman scale type: Diatonic 

characteristics: Both F natural (Ma shuddha) and F# (MaT), 
expression: Softer than Yaman, peaceful joy with a veiled melancholy. 


shruti-s: expression 



THEME (Rapa): 

slow 
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YAMAN-KALYANA 


OUTLINE 


Scale 



(all like Yaman except): 
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TILAKA KAMODA 


group: Kalyana 


TUNINCx OF INSTRUMENT: 



CLASS {Jdti): Audava-sampurna 
(Pentatonic in ascent, hcpta- 
tonic in descent) 


Aroha Ascent Avar oka Descent 


sonant (Vadi): D (Ri) consonant (Samv&df): G (Pa) 


time of play: first quarter of the night 


mode type (Thata): Khanamaja 


scale type: Diatonic {chromatic-enharmonic in ascent). 


characteristics: Both B natural (Ni shuddha) and B[? (NiK) ; no E (Ga) 
nor A (Dha) in ascent. 


expression: Graceful and lovely. 
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TIL AKA K AM 01 ) A 


SHRUTI-S: expression 



theme { Rupa )\ 


eager, selfish 


TIL AKA KA MOD A 
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OUTLINE 


Scale 



STHAYI 



ANTARA 
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GOPI KAMBHOJI 


"I think of Gopi KambhojI who loves children. In one 
hand she holds a jug of curds taking out the cream with her 
other hand.” (Mg**#,* 3 < i) 


group; Kalyana 


CLASS {Jati): Sampurna 
(Feptatonic) 


tuning of instrument: 

U ”* n 



sonant {Vddi): E (Ga) 


consonant (Samvddl): A (Dha) 


time of play: first quarter of the night 


mode type {Thdta): Bilaval 


SCALE type: Diatonic 


characteristics: As it is used mostly in Kirtan (devotional song} the rules 
of ascent and descent are not very rigorous. 


expression: Prayer, selflessness. 


GOPI KAMBHOJI 

shruti-s: expression 


267 
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GOPI KAMBHOJI 


OUTLINE 


Scale 


STHAYl 

Tender and lovely (J - 84) 







ANTAR£ 
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YAMAN 


Holding a drum Yamuna, mother of voluptuousness rests 
in the arms of the vanquisher of demons. How could I forget 
her radiance that puts to shame the blue Jumna. 1 

(Raga-sagara 3, 56) 


Blood-red, sword in hand, his forehead marked with sandal 
paste, he enters the battle robed in gold. The sages speak of 
Kalyana-raga as the embodiment of fury 2 

(Raga-kalpa-druma p. 32 ; 
Sangita-darpana 2, 82) 


tuning ok instrument; 


group: Kalyana 

class (Jdti): Sampurna (heptatonic) 



Atoka Ascent Avar oka Descent 



1 1 Yarminii ' is a Sunskritised form of the word 1 Yaman r . 

2 Kalyana raga is a form of Yaman. 

K 
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/ 

/ 

YAM AN 

SONANT ( Vadl ): E (Ga) consonant (Samvadi): B(Ni) 

time of play: night first quarter 
MODE TYPE (Tkdta): Kalyana 

scale type: Pythagorean diatonic 
characteristics: Fg (Ma t) 
expression: joyful and contented 

shrdti-s: expression 



THEME (Rapd}: 


YAM AN 


OUTLINE 



STFAYI 



ANTARA 
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KAMODA 


In the forest, dressed in yellow and with lovely hair, 
Kamodi looks about on every side in terror. Thinking of her 
lover, even the cuckoo's happy cry fills her with desperation. 

{ScmgUa-darpana 3, 68) 


group: Kalyana 

class (Jati): Sampurna (8 notes) 


TUNING OF INSTRUMENT; 



Aroha Ascent Avar aha Descent 



SONANT (I Sadi): D (Ri) CONSONANT (Samvadi): G(Pa) 
time of play: first quarter of the night 
mode type {Thdta)\ Kalyana scale type: diatonic 
characteristics: additional ornamental F# (Ma t.) 


expression: pleasing, contented 


KAMODA 


2/3 





shkuti-s: expression 



theme (Rapa): 



OUTLINE 
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CH HA YANATA 


Chhayanata, fair-limbed, with a pink turban and, about his 
throat, a jewelled necklace. How pleasant is his polished 
speech ! At evening by the roadside, surrounded by friends, a 
sweet ball of flowers in his hand, bold and amorous with red¬ 
dened eyes, he laughs aloud at the passers-by. 

{Rdga-mdld of Pundarika Vitthala) 


TUNING OF INSTRUMENT: 

group: Kalyana 


CLASS (Jdti)\ 

Sam puma, (hept atonic) 


Aroha Ascent Avaroha Descent 




sonant ( Vadi ): D(Ri) consonant (Samvadt): G (Pa) 

time of play: first quarter of the night 

mode type (Thata): Khammaja scale type: Diatonic 

-characteristics: both B natural (Ni shuddha) and B|? (Ni komal). One 
additional ornamental (Ma tivra) very rarely used, and this only in the 
later part of the development of the raga. Whenever a motive ends on 
G(Pa) the next melodic ligure should start from D(Ri). B(Ni) is rarely 
used in ascent. 

exprf.ssion: prayer and joy with tenderness. Bj? (Ni k.) means supplication. 


CHHAYANATA 


2 75 





































OUTLINE 
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CHHAYANATA 



STHAyI 



ANTAIiA 



A 
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KEDARA 1 


Her matted locks are crested with, the silver moon, her 
breast and shoulders wreathed with snakes. Wearing the veil 
that Yogins use in meditation, her mind immersed in contem¬ 
plation of the Lord of Sleep upholder of the Ganges, Kedarika 

is the ragini of Dlpaka, the raga of fire, A 

0 {Sangita-darpana 2, 65 ; 

Shiva-tattva-ratndkara 6, 8, 93) 


I ever think of Kedari, A rare book in her hand, she sits, 
beautifully dressed, in front of the temple of Shiva, Lord of 
Sleep. 

(Rdga-mgara 3, 41) 


group: Kalyana 

class {Jdii): Sampuma 
(heptatonic) 


tuning of instrument: 



Aroha Ascent Avaroka Descent: 



1 


1 Also known as Kedarika, Keduri, Retard. 
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KEDARA 


SONANT (Vadi)\ F natural (Ma) consonant {Samvadi}: C(Sa) 

time of flay: first quarter of the night 

mode type (Thdta): Bilaval with both F natural (Ma shuddha) and FJf (Ma 
tivra) 

scale type: diatonic 

characteristics: no D(Ri) and usually no H(Ga) in ascent. Ornamental 
sharp FJf (Ma t.) 

expression: pleasing, tender 


shruti-s: expression Ifc 



theme (Rupa): 



KEDARA 
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OUTLINE 



ST HAY! 


















































































































































































bhupAlX 


High-breasted, her radiant white body reddened with 
saffron, her face a heart-entrancing moon. When all is still, 
with bitter grief Bhupall remembers her absent Lord. 

(Rdga-kalpa-druma p. 32 ; SangUa- 
dar&ana 2 t 7fl : Shiva-taUva~rainahara 

6, 8, 121} 


group: Kalyana 

class {/£&): 

Audava (pentatonic) 


Aroha Ascent Avar aha Descent 



TUNING OF INSTRUMENT: 



sonant (Vadi): E + (Ga + ) consonant (Samvadi): A + (Dha + ) 

time of flay: second quarter of the night 
mode type (Thata): Bilaval 

scale type: Chromatic harmonic (6/5 x 10/9 = 4/3) 

characteristics: basic Pythagorean pentatonic (as used in Tibetan and 
Chinese music) 


BHCPAlI 


2tSl 


expression: 

The raga of cosmic movement; harmony, con¬ 
tentment, in the dusky oppressive night, the joy 
of saintly detachment. (Hi (B) is physical 
pleasure, Ma (F) is loving); the absence of B(Ni) 
and F(Ma) means non attachment. E+(Ga + ), 
meaning confidence, self reliance, in the tender 
night, is the basis of the expression of Bhupall. 



satisfaction 


G (Pa) is plenitude and E + (Ga+) contentment bnt 
their union expresses some tenderness, some 
devotion. 



skruti-s: expression 



theme ( RUpd ): 



OUTLINE 



detachment) 




























































2$2 


BH&PALI 




ANTARA 



15. KHAMMAJA GROUP 
(Night, first quarter) 


Durga 

Hambir 

Khammaja 
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DURGA 


group: Khammaja 


class {/ ati ): Audava 
(Pentatonic) 


Aroha Ascent Avaroha Descent 



sonant (Vadf): D (Ri) consonant {Samvadi}: A pha) 

time of play: first quarter of the night 
mode type {Thdta): Bilaval 


TUNING OF INSTRUMENT: 


SCALE type: Basic chromatic. The lower tetrachord is in tlie Pythagorean 
chromatic (the hard chromatic ot Greek music), while the higher tetra¬ 
chord forms the soft chromatic. 


characteristics: No E (Ga) and no B (Ni), {Bhatkhande gives a different 
Durga in Khammaja Thata.) 



DURGA 


285 


expression: Early night, life, joy, energy, as in a dancing child. Pure joy 
which does not lead to action (no E (Ga)), nor to pleasure (no B (Ni)). 


clear night, happy 



shruti-s: expression 



theme (Riipa) \ 



1 
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durgA 


OUTLINE 


Scale 
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HAMBlR 


“Caressing a vina with his lovely hands, Hambir raga, a 
fresh Karnika-flower at his ear, is seated at the house of 
rendezvous. The sages call him the image of Desire.” 

(Raga-kalpa-druma , p. 26) 


group: Khammaja 


tuning of instrument: 



class (Jail): Shadava-sampurna 
(FTexa tonic In ascent, heptatonic 
in descent) 


Aroha Ascent Avaroha Descent 



SONANT (Vadi): E (Ga) consonant {Samvddi): A (Dha) 

TIME of play: first quarter of the night 

mode type (Tkata): Kalyana scale type: Diatonic Pythagorean 

characteristics: Both F natural (Ma shnddha) and Fjf (Mai), The ascent 
should always be broken on F (Ma), Scale very similar to Kedara. 


expression; Charming and lovely. 




























































































































confident, joyful 
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HAMBlR 


shruti-s: expression 




THEME [Rapa): 


acute, sensuous 


HAMBlR 
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OUTLINE 



Scale, 



STHAYl 
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KHAMMAJA 


A lovely girl in the flower of youth, robed in yellow, 
Kambhojika of the beautiful hair. Searching everywhere in 
the forest with her maids, the thought of her lover makes her 
weep with tenderness. 

(Shiva-taUva-ratndkara 6, 8, 99) 


Bearing arrows of flowers and adorned with the blue 
lotus, moon-faced Kambhoja, her breasts like lily buds. 

(Chatvarimshach'hata-raga-nirupanam p. 18) 


In a sensuous mood, ever ready to sing, Kambhoji holds 
wooden clappers near her left temple. Her dancing feet seem to 
write, restless, on the ground. I ever think of her. 

(Raga-sagara 3,31) 


tuning of instrument: 

group: Khammaja 


class (Jati): 

Sampurna (heptatonic) 



Aroha Ascent 


Avaroha Descent 


khammAja 


291 


sonant [Vadty E(Ga) consonant {Samvadi): B natural (Ni) 

TIME OF play: first quarter of the night 

mode type (Thdta)\ Khammaja 

scale type: Pythagorean diatonic with both B natural (Ni shuddha) and 
Bfr (Ni komal) 

characteristics: both B and B[? (Ni and Ni k.) 

expression: early night, tender remembrance of joy, contentment with 
hope and desire 

shruti-s: expression 



















































f 
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khammAja 


$ 


OUTLINE 

Scale 


-#■ 


Tonic 






STHAYl 



ANTARA 



CHAPTER VI 

RAGA-S OF THE DEEP OF NIGHT 
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16. KANADA GROUP 
(Second quarter of the night) 

Suha 

Sindhura 

Sahana 

Kafi 

Sinddha Kafi 

Kanada 

Bageshri 

Jayajavanti 

Bahar 

























SUHA 


group: Kanada 


TUNING OF INSTRUMENT: 



CLASS (Jati)\ Audava-shadava 
(Pentatonic—hex at oni c) 

Aroha Ascent Avar oka Descent 



sonant ( Vadi)\ C (Sa) consonant (Samvadt): F (Ma) 

time of play: second quarter of the night 
MODE TYPE (Thata): Kafi 

scale type: Basic chromatic, except for the lower descending tetrachord 
which is diatonic, 

characteristics: No A (no Dha) ; no E (Ga) in ascent. 


expression: Gay, lovely, light. 


SUHA 


2 97 


shruti-s: expression 



THEME { Rupa ): 



Scale 


STHAYl 


Gaily (J = 104) 




<f> ^ Sift J d j i j d j t hi 
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SINDHURA (SAINDHAVI) 


"United in love with Shiva, robed in red and in her hand 
the flower of friends, brandishing a trident in the fearful anger 
of the hero mood, Saindhavl, the ragim of Bhairava/ J 

(Shiva-iattva-ratndkam (> t 8, 65) 


group; Kanada 


tuning or instrument: 



class lJait): Audava-sampurna 
(Pentatonic in ascent, heptatonic 
in descent) 


Aroha Ascent 

0 

Avar oka Descent 

jf ■ ——--—'a u \ — 


'- 1 



-" W ^ 1 


sonant {Vddi)\ C (Sa) consonant (Samvddt): G (Pa) 


time of play: second quarter of the night 


mode type (Thdta): Kafi with an ornamental B natural (shuddha Ni). 


scale type: Chromatic ascent (with an ornamental B natural) ; mixed 
diatonic descent* 


characteristics: Both B (Ni) and Bb (NiK) ; the B natural (Ni shuddha) 
being used rarely and only as an ornament from C (Sa). 


expression: Loving and pleasing. 


SINDHURA 


zgg 


shruti-s: expression 



pleasure, desire 















































SlNDHURA 
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OUTLINE 


Scale 



STHAYI 




ANTARA 
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SAHANA 


group: Kanada 


TUNING OF INSTRUMENT: 



class (Jati): Audava-sampuma 
(Pentatonic—heptatonic) 

/ 

Aroha Ascent Avaroha Descent 



sonant ( Vadi)\ G (Pa) 


CONSONANT (Samvadt): C (Sa) 


Time of play: third quarter, after midnight 


mode type {Thata): Kafi 


scale type: Diatonic 


characteristics: No Ri (D) and no Dha (A) in ascent (aroha). Two distinct 
B|j (NiK), the one in ascending being slightly higher. E|; (GaK) is always 
trembling. 

Bjj (NiK) is used only with an ornamental A+ (Dha+) in ascent as in: 

This actually is a change of raga, since 
A {Dha} should not be used in ascend¬ 
ing, hence the corresponding change in 
the expression of the (NiK). 



expression: Charming and graceful. 








































































pleasure-loving 


SahAnA 
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OUTLINE 



- Tonic 


Scale 






STHAYl 


Graceful (J = 36] 



ANTARA 
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KAFl 


Of shining whiteness, Kapika who inspires lust tenderly sits 
on the lap of her play-mate in the royal palace, fond of parrots 
she is dressed in blue and decked with jewels. She is the image 
of sensuousness. 

In the Lotus of my heart I cherish her, lovelier than Lakshrm 
the goddess of Fortune. 

{Raga-sdgara 3, 33) 


group: Kanada 


class (Jttti): Sampuma 
(heptatonic) 


TUNING OF INSTRUMENT: 



Atoka Ascent Avaroka Descent 



sonant (Vadi): O(Pa) consonant (Samvadt): C{Sa) 

time of play: second quarter of the night 
mode type { Thdta ) Kafi scale type: Diatonic 

characteristics: the mediaeval unaltered scale 

expression: light, happy and contented, very gentle and harmonious, no 
depth 


KAFl 


305 


shruti-s: expression 
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kAfI 


OUTLINE 

. Seal* 

4 ,~ 

STHAYl 


Saflly(if £ 4Bj 





ANTARA 
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SINDDHA KAFI 


group: Kanada 


$ 


TUNING OF instrument: 




class (Jati): Sampuma 
(Heptatonic) 


¥ 


Aroha Ascent 


Avar oka Descent 




=^= 


sonant (Vadi): G (Pa) 


consonant (Samvddi): C (Sa) 


time of flay: second quarter of the night 

MODE TYPE {Thdta)\ Kaf! scale type: Diatonic (of 9 notes) 


characteristics: This is really a mixture of two raga-s, w T ith an E natural 
(Ga shuddha) changing into a high E[? (GaK), 


expression: Lovely and charming. 

In Sinddha-Kafl, Kafi-Khammaja and Mishra (mixed)-KafT, E+ (Gap) 
and B+ (Ni+) give a commanding, passionate and also light-hearted 
expression. 
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SINDDHA KAFI 


shrlti-s: expression 



theme (Rupa): 


irresponsible, selfish, pleasure- 

loving 


SINDDHA KAFI 


OUTLINE 


309 


Scale 



STHAYl 



antara 
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KANADA 1 


With uplifted sword and, in the other hand, the tusk of an 
elephant, the divine form of Kanada is lauded by the hosts 
of heaven. 

(SangUa-darpana 2, 66 ; Shiva-taUva- 
ralnakara 6 , 8, 95) 


I see Kanada a sensuous woman, who plays the stronger 
part in Love's gentle fights. Her limbs are dark, her ornaments 
charming and strange. Her open tresses fall to her waist. She 
remains playfully near a banian tree, her hand caressing the 
muzzle of a deer. 

(Raga-sagara 3, 34) 


group: Kanada 

CLASS (Jdti): Audava-sampuma 
(pentatonic-heptatonic) 

Aroha Ascent 


TUNING OF INSTRUMENT: 



Avar oka Descent 



sonant ( Vadi ): D(Ri) consonant (Samvddi): G(Pa) 

time of play: second quarter of the night 

mode type (Thata): Yavanapuri 

scale type: Diatonic (with chromatic ascent) 


1 Also called Darbari 


3 ** 


CttARACTERiS-ncs: very particular style of play [on the Vina never use the 
b(Ga) or A(Dha) keys but pull the string from D(Ri) and G(Fa)] 

expression: 

deep emotion and satisfaction, with some 
happiness and passion* 

L(? (Ga k) and A[? (Dha k.) mean satis¬ 
faction, contentment, but the particular 
shake expresses passion* 

E[>(Ga k*) and A[j(Dha k*) are high and 
light, not heavy as in Yavanapuri, 

D(Ri) renders the expression definite, 
accurate, clear and precise. 



SHRUTt-s: expression 



THEME (Rapa): 
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KANADA 



OUTLINE 




-Sprauit 




Tonic 


Scale 



STHAYl 

■fii-ovc tuid noble (J^ 60 j 



) 


KANADA 


313 


I 

I 


ANTAKA 



1 





















































































































































































































































































































































































































BAGESHRI 


3 * 4 


Her voice seductive when she is near tier lover, Vaglshvar! 
is lovely, desirable. With eyes large like the lotus and a flaw¬ 
less pale body, she plays upon the lute her songs of love. 

{Rdga-kalpa-druma p. 19) 


group: Kanada 


class (Jdii): Shadava-sampuma 
(hexa tonic in ascent, hepta- 
tonic in descent) 


Aroha Ascent 


TUNING OF INSTRUMENT! 



Avar oka Descent 



sonant (Vddi); F(Ma) consonant (Samvddi): C(Sa) 

time of play: second quarter of the night 
mode type {Thdta): Kafi 

scale type: Diatonic (with chromatic and enharmonic ascent) 
characteristics: in ascent no G(Pa) and almost no D(Ri) 


expression: calm and profound night, deep and moving 


BAGESHRI 


315 


shruti-s: expression 
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BAGESHRI 


OUTLINE 



STHAYI 



JAYAJAVANTI 


317 


Buxom and comely, with eyes like a gazelle s, her golden 
skin fragrant with divine flowers, Jayajavanti is the consort ot 
Megha-raga, god of rains. Drunken, playing upon a lute, she 
carols like a Kokila. 

(Raga-kalpa-druma p. 33) 


Dark of limb, dressed in yellow with a necklace of precious 
gems, his forehead is elaborately marked with saffron. His 
body graceful in its triple curve, noble amorous, companion of 
the God of love whose arrows are of flowers, Jijavanta plays 
charmingly a heart-enchanting flute. 


TUNING OF INSTRUMENT: 

group: Kanada 


class IJati): Sampuma 
(heptatonic) 



Aroha Ascent Avar oka Descent 



sonant (Vadt): D(Ri) consonant (Samvddt): G(Pa) 

time of play: second quarter of the night 

mode type (ThMfa): Kafi scale type: Pythagorean diatonic 

characteristics: both E natural (Ga shuddha) and E[? (Ga komal), An 
ornamental B natural (Ni shuddha) is sometimes used. 




























































































































































































JAY A J A V A NT I 
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expression: vigour and tenderness 


B natural (Ni shuddha) 
is used only in 



interrogation , 
pleading 


helplessness 

surrender 




shruti-s: expression 



theme ( Rupd ): 


soft, pleasure-loving 


JAY A JAVANTI 


319 


OUTLINE 



sthAyi 
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BAHAR 

TUNING OF INSTRUMENT: 

group: Kanada 


class {Jati ): 

Sam pum a-shada va 
{lieptatonic in as¬ 
cent, hexatonic in 
descent) 


Aroha Ascent Avar oka Descent 




sonant (Vadt): C(Sa) consonant {SamvMi): F(Ma) 

time of play: second quarter of the night 

mode type (Thaia): Kail scale type: Diatonic (peculiar} 

characteristics: no Dha (A) in descent, two peculiar B flats (Ni komal). 
If the B- - is not on the instrument it should be replaced by the higher 
(Ni k ++ }- never by B natural (Ni shuddha). 

expression: lovely and charming love songs 


BAHAR 32 i 

shruti-s; expression 



theme (Rtipd): 



stubborn, sensuous 











































BAHAR 



CHAPTER VII 

RAGA-S OF MIDNIGHT AND LATE NIGHT 
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17. MALAKOSHA 


His mace running with blood, garlanded with the skulls of 
heroes, Malakosha, surrounded by braves, and bravest of the 

brave . ( Raga-kalpa-druma p. 18 ; Sangita-darpana 2, 52 ; 

Shiva-iaUva-rainakara 6, 8, 67) 


group: Malakosha 


class [Jati): Audava (Pentatonic) 


tuning of instrument: 



Aroha Ascent Avaroha Descent 



SONANT { Vddi): F(Ma) CONSONANT (Samvddi): C(Sa) 

time of play: midnight {bat can be played at midday) 

mode type {Thata'y. Bliairavl 

scale type: Basic chromatic (of 5 notes) 

characteristics: all the flat notes of the chromatic-harmonic 

expression: prayer, deep, peaceful and sublime. Humble, abandon in the 
peace of the night. 



MALAKOSHA 


325 


shruti-s: expression 



THEME [Rnpd)\ 



OUTLINE 




STHAYl 
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MALAKOSHA 


AMTARA 



327 


18 . BIHAGA 


TUNING OF INSTRUMENT: 


group: Bihaga 

CLASS (Jatiy. 

A uda va-sam pu m a 
(pen t atonk-heptat onic) 



Atoka Ascent Avar oka Descent 



sonant (Vddi}\ E(Ga) consonant (Samvadi): B(Ni) 

TIME OK PLAY: Midnight (when everyone is asleep) 
mode type [Thata): Kalyana 


scale type: mixed (the ascent is enharmonic, the descent diatonic} 

characteristics: Both F (Ma) and FJf (Ma t) p no D and A (Ri and Dha) in 
ascent 


expression: melancholy in the calm of night, thirst for enjoyment (Cauda 
Saranga which has a similar scale is more restful, lovely, and satisfied.) 


contentment 



madness 




The combination of h natural (Ma hmldlu) and F# (Ma tivra) always 
adds to the intensity of I he ex pterion whelhn it is sadness or joy. Here 
it shows more intense anguish and deni re. 

































































































































































































































































tonic 
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BIHAGA 


shruti-s: expression 



theme (Rapa): 


acute, sensuous, desire 


BIHAGA 


329 



OUTLINE 


-n r ., 

A & aU 

» ^ j * -—--— 

* ^ Tonic 

-flW jfi ^ m + m 

j ++ (It } 

^ 1 


STHAYI 



ANTARA 































































































































19. PARAJ GROUP 
(After midnight) 
Paraj 
Sohini 
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PARAJ 


TUNING OF INSTRUMENT: 


group: Paraj 


class (Jdti)\ Shadava-sampurna 
(Hexatonic-heptatonic) 



Atoka Ascent 


Avaroha Descent 



sonant {Vddi)\ C(Sa) consonant (Samvddi): G(Pa) 

TIME of play: after midnight 

mode type (Thdta): Shri scale type: Chromatic 

characteristics: no )) (Ri) in ascent [Bhatkhande gives no Paid in 
ascent, and begins from the higher Sa(C)] ' 

expression: satisfaction, contentment, appeal 


PARAJ 

shruti-s: expression 


333 



THEME (j Rupd): 



OUTLINE 



STHAYl 



ANTARA 
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SOHINI 


“Tall, virgin, charming, her eyes like lotuses, ears 
clustered with celestial flowers, Sohani’s is a lovely form. She 
holds a lute, and her songs are amorous.” 

{Raga-kalpa-druma, p. 19) 


group: Paraj 


TUNING OF INSTRUMENT: 



class (/ ati ): Audava-sMdava 
(Pentatonic in ascent, hepta- 
tonic in descent) 


Aroha Ascent 

Avaroha Descent 


! .a a 




sonant ( Vadi ): A (Dha) consonant [Samvddl)\ E (Ga) 

time of flay: end of the night (after Paraj, before Kalingada and Lalita) 


mode type ( Thata ): Puravi (without G (Fa)) 


scale type: Chromatic (special) 


f 
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characteristics: No G (no Pa), but both F (Ma) and (MaT)* F natural 
(Ma shuddha) is used only as an ornament from E (Ga). 

Some musicians omit altogether the F natural (Ma shuddha). This F (Ma) 
is, however, essential to bring out the expression of late night, or early 
dawn. 

This F natural (Ma shuddha) is necessary in Sohini although not in the 
similar scale of Vasanta because, in Vasanta, one starts from E (Ga) to 
return to E (Ga) without stopping on the A (I)ha) 7 while in Sohini one 
stops on A (Dha) in the ascent and, therefore, after F# (Ma tivra), a soft 
(natural) F (Ma) is necessary for the balance of the expression* 


expression: E (Ga) accentuated in the raga-s of late night expresses the 
effort to remain awake. It represents the musician’s self which remains 
conscious in the middle of the outward dream. 


shkuti-s: expression 



theme (Rupa): 
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SOHINl 


OUTLINE 

Scay e 



STHAYl 



20. SHANKARA 
(At the end of the night) 


TUNING OF INSTRUMENT: 

group: Independent 


class ( Jatl)\ Shadava 
(Hexatonic) 



Aroha Ascent Avaroha Descent 



sonant (Vadt): E (Ga) 


consonant (Samvadi ): B (Ni) 


time of play: third quarter of the night 


mode type (Thata): Bilaval 


scale type: Diatonic (defective) ; chromatic and enharmonic in descent. 


characteristics: No F (no Ma), 


expression: Long before dawn, manliness, full satisfaction, carelessness 
towards everything. 

The dance of Shiva. 
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SHANKARA 


shkuti-s: expression 



THEME (Rupa): 
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OUTLINE 

Seale 






ANTARA 
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21. KALINGADA 

before dawn 

TUNING OF INSTRUMENT: 

group: Kalingada 


class { Jdti }: Shadava-SampQma 
(Hexat onic-hept atonic) 



Aroha Ascent Avaroha Descent 



sonant (Vadi): A|j(Dha k.) consonant [Samvadi ]: E(Ga) 

time of play: early morning, before dawn (before Lalita) 

mode type (Tkdta ): Bhairava scale type: Chromatic 

characteristics: E + (Ga + ) is very much accentuated. (Like all the late 
night ragas (Vasanta, Sohinl, Paraj} Kalingada begins from the higher 
C (Sa)). 

E(Ga) is never flat (komal) in late night raga-s. 

(Kalingada, the raga of morning twilight, is considered a son of Dipaka, 
the raga of evening twilight.) 

expression: E + (Ga^.) has a dear, satisfied, expression which seems, how¬ 
ever, a disturbance, almost painful, to those who have sung all night and 
feel sleepy, E+ (Ga +t ) has, therefore, two meanings, sometimes it 
shows the musician in good mood and ready to play on, and sometimes 
troubled and remaining painfully awake. 
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shrutks: expression 
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KALINGADA 


OUTLINE 

Scale 
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CHAPTER VIII 

SEASONAL RAGA-S 




I 






























































































































































































22. SPRING RAGA-S 1 

Hindola 

Vasanta 

Panchama 


1 The riigit-s of spring have rhariictcristics similar to tlic raga-s of sunrise. 
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Dwarf, with the sheen of a dove, on a swing pleasantly 
placed for play Hindola is gently rocked, the sages say, by 
women with ample hips. 

{Raga-kalpa-druma p. 20 ; SangUa-darpana 2, 58 ; 
Chatvarimshach’hata-ragd-nirupanam p. 20 ; Shiva-taitva- 

ratndkara 6, 8, 75) 


Her pale golden body with great hips is fragrant like the 
flowers of heaven. Well favoured, long-eyed, she holds a lute. 

{Raga-kalpa-druma. p, 20) 


My heart dreams of Hindola, whose breasts are firm, dressed 
in colourful garments. 

With the flowers of the Lotus she worships the Lord 
Krishna who sits on a swung tied to the hanging roots of a 
banian tree. She listens to the notes of the Ante, her heart 
full of love, her faij- limbs covered with jewels. 

{Raga-sagara 3, 61} 


TUNING OF INSTRUMENT: 

group: Spring raga-s 
class (Jdti): Audava (pentatonic) 



Atoka Ascent Avaroka Descent 



sonant A + (Dha t ) consonant (Samvadi): B+(Ga + ) 


1 
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time OF flay: in Spring time (otherwise, morning 2nd half (9 to 12)) 

MODE TYPE (Thdta): Kalyana 

scale type: mixed chromatic and enharmonic 

characteristics: no D(Ri) and no G(Pa). 

More expressive if B (Ni) is also omitted. 

expression: spring, bursting life, like a war dance. (Hindola means 'swing'.) 
No softness. Passionate, but not loving, Hindola is violent. All spring 
raga-s have this same creative impulse yet Panchama is milder and 
Vasanta very soft and delicate. 


Virile, 
rough , 
challenging 



when brought in 
brings complexity and 
uncertainty 



shruti-s: expression 



theme (Ritpa): 
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HINDOLA 
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VASANTA 


With ear-rings of mango flower and a high diadem spread 
wide like the fan of a peacock, her indigo body dark like the 
black bee, lovely, voluptuous, fortunate, is Vasanti the darling 

of Spring. {Raga-kalpa-druma p. so ; Sangita-darpana 2, 71; 

Shiva-tattva-raindkara 6, 8, 105) 


Parrots, Cuckoos and Shari birds flutter about Vasanta, 
Lord of Spring, who dances in the garden of Love surrounded 
by lovely women. His image never leaves my heart, 

(Rdga-sdgara 3,17) 


group: Spring raga-s 

CLASS (Ja£i): Audava-Shadava 
(Pentatonic in ascent, hexa- 
tonic in descent) 


Aroha Ascent Avaroha Descent 



sonant {Vdd%): C(Sa) consonant (Samvddl): Ffl (Ma t.) 

time of play: Spring time 

mode type {Thdta)\ Puravf scale type: Chromatic 

characteristics: no fifth (no Pa) 


tuning of instrument: 
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VASANTA 


expression: the feminine aspect of spring. F(Ma) and T)\?~ (Ri k.) are very 
womanly and delicate. 

Dt>-(Ri k.-) is very tender {and very prominent) in this raga. B + (Ni + ) is 
clear and sincere (B (Ni) would be hazy insincere) the use of both F 
natural (Ma shuddha) and {Ma tivra) always accentuates the expres¬ 
sion. The relation between D|?-(Ri k.-) and F natural (Ma) brings great 
delicacy. All melodic figures begin from E (Ga) and end on I) [7-{Re k.-}. 


shruti-s: expression 
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OUTLINE 


Scale 
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PANCHAMA 


‘‘Golden, with blood-red scarf, his ruddy eyes wide open 
and heavenly blossoms at his ears, this amorous youth, 
victorious, dear to all, the very form of Love, talks charmingly 
like the Kokila-bird at dawn/' 

(Sangita-darpana 2, 88) 


group; Spring raga-s 

TUNING OF INSTRUMENT: 

class (Jail): Andava-shadava 
{Pentatonic in ascent, hexa- 
tonic in descent) 



Aroha Ascent Avar oka Descent 



sonant {Vddl)\ F# (MaT) consonant {Samvddl): C (Sa) 

time of play; night 

mode type {Thdia): Marava scale type; Chromatic 

characteristics: No fifth note (no Pa), same scale as Vibhasa. D (Ri) i s 
light (not accentuated). 


expression; The sonant F# (MaT) seems bashful while the consonant is the 
elegant and manly young god of spring. C (Sa) is strong and energetic. 
E+ (Ga+) in Panchama is energetic, active, joyful (E (Ga) in V as ant a is 
slightly veiled, soft and tender). 


challenge Jr 1 ~ 


tonic 
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shruti-s; expression 




theme (Rupa)\ 
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PANCHAMA 


OUTLINE 


Scale 



STHAYI 



ANTARA 
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23. RAGA-S OF THE RAINY SEASON 1 

Miyan Mallar 
Desha Mallar 
Gauda Mallar 
Surat Mallar 
Shuddha Mallar 
Mcgha Mallar 1 


1 The scales of Mallar (mid-year) always resemble those of Saranga (midday). 
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MIYAN MALLAR 


group: Mallar 
(rainy season) 



class (Jati): Audava-sampurna 
(Pentatonic in ascent and 
heptatonic in descent) 


Aroha Ascent 


Avar oka Descent 


3 *^ 


SONANT (Vadi)\ C (Sa) 


consonant (Samvadt): F (Ma) 


time of play: rainy season 


mode type £ Thata ): Kafi 


scale type: Pythagorean diatonic {first plagai mode), with chromatic 
ascent. 


characteristics: No E (Ga) is ascent. MIyan Mallar is a combination of 
Mallar and JayajavantI, a Mallar played in Darbari style. 


expression. (Shuddha Mallar and Megha Mallar combined) Monsoon rains, 
passionate and happy although more melancholy than Dhani which has a 
similar scale. 


D (Ri) comfort* 
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shruti-s: expression 



theme (Rupa): 
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DESHA MALLAR 


group: (Mallar 
(rainy season) 


class (Jati)-. Audava-sampurna 
(Pentatonic in ascent and 
hept atonic in descent) 


Aroka Ascent Avaroha Descent 




sonant (Vadl): D (Ri) consonant (Samvddl): 0 (Pa) 



W- 


TUNING OF INSTRUMENT! 




time of play: rainy season 


mode type (That#): Kali with additional E and R natural (Ga and Ni 
shuddha). 


scale type: Complete diatonic of 9 notes (with chroma tic-enharmonic 
ascent). 


characteristics: It is the first mureh'hana (plagal mode) of the full diatonic 
scale of 9 notes (with Kakall Ni and Antara Ga). 


expression: Monsoon, rains, passion, love, desire; the question of the love's 
acceptance depends upon the presence of E (Ga). 
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DESHA MALLAR 


shruti-s: expression 



theme (Rupa) : 




sharp demand, insistence, acute desire 
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OUTLINE 

Scale 
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GAUDA MALLAR 


group: Mallar 
(rainy season) 


i 

TUNING OF INSTRUMENT: 

) 

JP 

' ~—:- 1 

4k 


VI 



-- 


class (Jati): Sampurna 
(Hept atonic) 

At oka Ascent Avaroha Descent 



sonant (Vadi): F (Ma) and also E (Ga) consonant (Samvddi): G (Sa) 

and also A (Dha) 

time of play: rainy season 

mode type (Thdta): mixed Yaman and Khammaja (this is but the plagal 
mode of F (Ma murch'hana) in the diatonic of 9 notes (with Kakall Ni 
and Antara Ga). 

scale type: Diatonic 

characteristics: G T ses both F (Ma) and F# (MaT), and both B natural 
(Ni shuddha) and B flat (NiK) and, according to motives, two distinct 
vadi-s and two samvadi-s, these being sometimes F and C (Ma and Sa) 
and sometimes E and A (Ga and Dha). 

F# (MaT) is very rare ; so is B|7 (NiK). This raga is often played without 
B[? (NiK). The F$ (MaT) is just an ornament from G (Pa); it is, however, 
indispensable for the raga while (NiK) can be dispensed with. 

expression: Rains, beauty and charm, the end of the monsoon with altern- 
ance of rain (Mallar) and sunshine (Gauda-Saranga). 

Combination of diatonic harmonic based on the scale of C (Sa murch'hana) 
and of diatonic Pythagorean based on the Ma murch'hana {scale of F): 
Gauda Mallar receives, by the subtle contrast of these two scales (residing in 
the difference of one comma occurring on E, A and B (Ga, Dha and Ni)) f a 
peculiar versatility and charm. 


Ht 
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shruti-s: expression 
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GAUDA MALLAR 



OUTLINE 


Scale 
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SURAT MALLAR 


group: Mallar (Raga-s of the 
rainy season) 


TUNING OF INSTRUMENT: 


class {Jdti) ; Shadava-sampurna 
{Hexatgnic in ascent and pen¬ 
tatonic in descent) 



sonant { Vadt): A (Dha) 


consonant (Samv&di ): D (Ri) 


time of flay: rainy season 


mode type (Thdta): Khammaja 


scale type: Diatonic 


characteristics: Resembles Desha Mallar, but has only B flat (NiK) and 
no B natural (Ni shuddha). E (Ga) should be very light, never should one 
stop on it. 


expression: Rains 

F (Ma) always means satisfaction, peace 


heavy emotion, search for 
enjoyment, call to the 
playmates. 
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OUTLINE 


Scale 



STRAY! 

WEth peaceful contentment (J~48) 
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SHUDDHA MALLAR 


Pale and weak, her voice like the song of the kokila-bird, 
some cadence reminds her of her lord. Clasping her lute, 
Mallarika cries out in misery—heart-anguished with the pain 

°f youth. (SangUa-darpana 2 , 77 ; 

Shiva-iattva-mtndkara 6, 8 , 117) 


I meditate upon Malahari, who constantly worships Shiva, 
the Lord of Sleep. Pure, She rests surrounded with the lotuses 
of the cool season below the divine tree of ages. Her pure, pale 
body has the glow of the winter clouds. (Rdgasagara 3 , 7 } 


TUNING OF INSTRUMENT: 

group: Mallar (Rainy season) 


class (Jati): Audava 
(pentatonic) 



Atoka Ascent Avaroha Descent 



sonant {Vadi)\ Sa (C) consonant (Samvadt)'. Ma (F) 

time of play: Rainy season 

mode type (Thata): Bilaval scale type: Chromatic 


1 
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characteristics: no Ga (E) no Ni (B) 

expression: rains, monsoon. Manly. Tt is the less delicate of Mallar-s. 
It has no flattened notes, hence no tenderness or melancholy* All the 
notes give a feeling of determination, even A(Dha) which is soft but 
without hesitation. 


Expression of rains 
in all Mallar-s 




Shruti-s: expression 



theme (Rupd): 
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SHUDDEA MALLAR 


OUTLINE 
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MEGHA MALLAR 


Hie ancients tell of Megha raga, lustrous like a blue lotus, 
the divine smile of his moon-like face is sweeter than ambrosia. 
Clothed in yellow in the midst of heavy clouds, he shines 
among the heroes. The thirsty Chataka-birds that drink only 
raindrops, at the sight of him cry out for water. 

{Sangita-darpana 2, 76 ; 

Shiva 4 attva-ratnakara 6, 8, 119) 


Ever should Megha ranjini be praised who brings flower 
garlands for the worship of Indra god of rains* Her body looks 
like lightning ; a blue veil enhances her beautiful hips. 

{Raga-sagara 3, 3) 


group: (Raga-s of the rainy 
season) 


TUNING OF INSTRUMENT: 



class (JMi) : Auda va-shada va 
(Pent at on ic-h exaton ic) 


At oh a Ascent Avar oka Descent 



sonant (Vadi): Sa (C) consonant (Samvadi): Ma (F) 

time of play: at night, or at all times during the rainy season 

mode type (Thdta): Khammaja scale type: Chromatic 

characteristics: no A(Dha); E(Ga} only used as ornament of F{Ma) 
Portamento (Mida) between Ri and Pa (D and G)* 
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shkutt-s: expression 
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OUTLINE 
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Shi va-tai t va-r atnakara 

(an encyclopedia of Basava Raja, 1798-1815). 

Madras, 1927. 5 h. tat. Ratm (abbreviation). 

Shrim allakshy a-sangitam 

(a compilation from older texts). 

By Vishnu Sharrna (Pt. Bhatkhande). 

Bombay, 1910, 

S var amela- k a l ani d hi 

(of Ramamatya, 1550). 

Annamalai University, 1932. 

Svar. Kal. (abbreviation). 

Vina Lakshana 

(of Parameshvara, 15th-18th century). 

Baroda, 1959. 

Vina Prapathaka 
(17th cent,) 

Baroda, 1959. 
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II. SANSKRIT WORKS, UNPUBLISHED 

From the following libraries: 

Adyar Library 
Central Library, Baroda 
Maharajah of Benares 
Maharajah of Bikaner 
Royal Asiatic Society, Calcutta 
Government Sanskrit College, Calcutta 
Maharajah of Kashmir 
India Office Library, London 
Govt. Oriental Library, Madras 
Govt. Oriental Library, Mysore 
The Bodleian Library, Oxford 
Palace Library, Tanjore 
Palace Library, Trivandrum 
Bhandarkar Oriental Institute, Poona, 
etc.* 

Copies of most of these works are available in the author's personal 
library at the International Institute for Comparative Music Studies in 
Berlin, 

* A few known works often considered lost but which Mr. 0 , C. Gangoly 
(in Rdgas and Rdginls. London, Bombay, 1948} say he has consulted are 
mentioned here with due reference. 

A bhilash it artha-chint aniani 

(of King Someshvara, 1131 ), an encyclopedia with a large section on 
music. 

(Mysore, Baroda). 

Ablii n a va-bliarata-s ara 
(Mysore). 

Abhm a v a- bh arati 

(of Abhinava Gupta) 

(Madras, T ri van drum). 

Same work as Natya Vcda-vivritti. 

Adi-bharata 

(Mysore, Tanjore). 

Telugu script. Incomplete. 

Ananda-(san)]Ivana or Ananda-sanjlvani Sangita 
(of Madanapala, 1528). 

(Bikaner, Calcutta). 

Angahar a-lakshan a 
(Trivandrum). 

Arj unadimata-sara 

(of Shuddha Saliva Venkatacharya). 

(Madras). Incomplete. 

Arjuna-bharata 
(of Arjunu). 

(Tanjore). Incomplete. 

Aumttpiitam-gttii nhasiram 

(lain Hum idulli century). 

(Madias), Incomplete, 
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Balaram a-bharata 

(of Balaram a Kulashekhara Varma, 1798-1810). 
(Madras, Trivandrum). 

Bharata-amava 

(of Nan dikeshvara) 

(Madras, Tanjore). 

Same work as Nandi-bharata, 

Bharata-am a va-s angr aha 
(Grantha script) 

(Tanjore). 

B hara t a-ar t h a- ch an dr ik a 

(of Nandikeshvara) with Telugu comm. 

(Madras). 

Bharat a-bhashya or sanglta-sarasvatThridayalamkara 
(of Nanya Deva, twelfth century). 

(Poona). 

Bharata-gana-shastra 
(Calcutta). 

Bharata-lakshanam 

(Tanjore). 

A late compilation. 

Bharata-nama-dipaka N ada-shast ram 
(Nepal). 

Bharata-sarvartha-grantha 

(of Mudumbai Narasimhachariar). 

(Madras). 

Bharata-sara 

(Mysore). 

Bharata Shastra 

(anon.) (India Office). 

Bharata Shastra 

(of Raghunatha) 

(Tanjore). 

Bharata Shastra 

(of Tulajadhipa). 

(Tanjore). A late compilation. 

Bharata Shastra-grantha 

(of Lakshmidhara, sixteenth century). 

(Poona). 

Dattila- Koh aliyam 
(Tanjore). 

Dakshinl Raga-mala 

(Poona). See Raga-mala. 

Gamaka-manj ari 
(Bikaner). 

Gan a Shastra 
(Calcutta). 

Gandharva-vidya or Veda 
(Calcutta). 

Gita-prakasha 

(sixteenth century). 

(Madras), Oriya script, 

Gita-sangraha i 

(Calcutta), 
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Glta-sara 

(Calcutta). 

Hanumanta-raga-vibhash a 
(Bikaner). 

Jatih 

(Tanjore). 

Kalpatarutika 

(of Gancsha Deva) (Bikaner). 

Same work as Subodhini. 

Kohala-rahasya 

(Madras), Incomplete. 

Kohaliya Abhinaya-sliastra 
(Madras), 

With Telugu comm. 

M ana-manoran j ana 

(of Maya Shankara) 

(Baroda). 

Manasollasa or A bhil ashi tart ha-chin tamani 
(of Someshvara Deva, 1131). 

(Baroda). 

Matanga-bharata 

(of Lakshmanarya) (Tanjore). 

An incomplete work on Matanga Bharata. 
Meladhikara-laksh anam 
(Tanjore). 

Not earlier than eighteenth century. 
Mela-raga-svara-sangraha 

(Gppert's catalogue of South India). 
Mukhadi-chali 
(Bikaner), 

Murali-prakasha 

(of Bhava Bhatta, c. 1700) 

(Bikaner). 

Nandi-bharata 

(of Nandikeshvara) 

(Mysore). 

Same work as Bharata-arnava, 
Nada-dipaka 
(Benares). 

N ash t oddisht a-prabodha ka D hraupada-tIka 
(of Bhava Bhatta, c. 1700) (Bikaner). 

N aty a-sar vas va-dipika 

(of Ramananda yogin). 

(Poona), 

Na t ya-cliu damani 

(of Somanary a, c. 1650). 

(Madras), 

Natyadochaua 

(ninth century), 

( 0 ,C. Ganguly's bibliography). 

Natya Veda 

(Trivandrum). 
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Natya Veda-agama 

{of Tulaja raja, c. 1729-35)* 

Telngu script 
(Tanjore). Incomplete. 

Katya Veda-vivritti 

(Trivandrum, Madras, Poona, Benares)* 

Abhinava Gupta, tenth century comm, on Natya Shastra. 
Same work as Abhinava-bharati. 

Kritta-ratnavali 

(of jayasena, c. 1235). 

(Calcutta, Tanjore)* 

Krittala Purana 
(Madras). 

N r ity a-adh y ay a 

(of Ashoka Malla) 

(Bikaner). 

Nritya-nirnaya 

(attributed to Pundarlka Vitthala, c. 1590) 

(Tanjore). 

Oddisha Maliamantrodaya 
(Madras). 

Same work as Tala-vidh ana. 

Panchain a-sara Sambita 
(of Narada) (Calcutta). 

(Mss* dated 1440)* 

Raga-bodha-v i veka 
(of Somanatha). 

(Adyar), 

Raga-chudamani 

(Calcutta). 

Raga-dhyana 

(Bikaner). 

Ragadivicharah 

(Tanjore)* 

Raga-kavya-ratna 

(Bikaner). 

Raga-malii 

(of JIvaraja Dikshita). 

(Poona, Calcutta). 

Raga-mala 

(of Kshemakama). 

(Oxford, Bikaner). 

Raga-mala 

(of Meshakama). 

(Calcutta). 

(Mss. dated 1509), 

Raga-mala 

(Dakshini). 

(Poona). 

Ragadakshmani 
(India Office), 

Raga-pradipa 

(Madras), 




Raga-prastara 

(Tanjore). 

Raga-ragini svarupan! 

(Poona). 

Raga-ratna 

(of Manikya) 

(Calcutta), 

Raga-ratnakara 

(of Gandharva Raja) 

(Tanjore). 

Ragarnava 

(Anonymous, earlier than 1300), 

(0*C. Gangoly’s bibliography). 
Ragarnava-nimpanam 
(Madras). 

Raga-sagaram 

(a dialogue between Narada and Dattila). 
Telugu script (Madras). 

Raga-saravall 

(Benares)* 

Raga-tattva-vichara 
(of Shrirama Malla) 

(Bikaner). 

Raga-vama nirupanam. 

Telngu script 
(Madras). 

Raga-vibodha-viveka 

(Bikaner). 

Raga-vishaya 

(Madras). 

Ragotpatti 

(Oppert's catalogue of South India). 
Raghava-prabandha 
(Tanjore). 

Rama-kautnhala 

(of Rama Krishna Bhatta) 

(Bikaner). 

Same work as Sanglta-saroddhara. 
Ratnakara Vyakhya 
(Mysore). 

Ratna-mala 

(of Jathara Bhupati) 

(Bikaner). 

Ratna-mala 

(of Kshemakama) 

(Bikaner). 

Same work as Raga-mala. 

Rasarnava-suc 1 1 1a kata 
(Trivandrum). 

Sangilna-afigara 

(of Shubhftkara, rp8)* 

(Calcutta), 

Sanglta udhytlyii 
(Madras) 
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Sangita-amrita 

(of Kamala Lochana, fifteenth century ? ) 
(Aufrecht's cat.) 
Sangita-anupa-raga-sagara 
(Bikaner). 

Sangita-bhaskara 

(of Vangamani, seventeenth century) 
(Nepal). 

S angita-chandra 

(of Abhilasa, seventeenth century)* 
(Nepal). 

Sangita-chandrika 

(of Madhava Bhatta, earlier than 1614)* 
(Tanjore). 

Sangita- chint amani 

(of Verna Bhupala, fourteenth century). 
(Trivandrum}. 

S angita-chintamani 

(of Kamala Lochana, fifteenth century). 
(Calcutta, Tanjore). 

Sangifa-clmdamam 

(of Kavi Chakravarti) 

(Baroda). 

Sangita-chudamani 

(of Haripala Malupati). 

(Mysore)* 

Sangita- chudamani 
(Trivandrum). 

Sanglta-darpana 

(of Haribhatta). 

(Bikaner, Madras, Tanjore)* 

S angi t a-kalanidhi 

(of Haribhatta, seventeenth century). 
(N.W. Province cat*) 
Sangita-kalpa^dTuma 

(Calcutta). 

Sangita-kalpa- fata 
(Calcutta). 

Sangita-kalpa-taru 

(Bikaner). 

San gita-kamadah 
(Adyar), 

Oriya script* 

S angit a-kaumudi 

(of King Sanasena). 

(Madras). 

Sanglta-kau tuka 
(Calcutta). 

S angl tadakshana 
(Mysore). 

Sangita-lakshana-dlpika 
(of Gauranarya). 

(Mysore). , 
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Sangita-m ak aranda 

(of Veda, seventeenth century) 

(Bikaner, Poona, Tanjore). 

Sangita-mala 

(Mss.dated 1778)* 

Same work as Sahitya-sangita-nirupanam, publ* Delhi, 1817* 
Sangit a-mim an sa 

Same work as Sangita-raja. 

Sangita-muktavali 

(of Devendra, c* 1420). 

(Bikaner, Taj ore). 

Sangita-narayana 

(of Naruyana Deva). 

(Kashmir, Oxford)* 

Sanglta-narayana 

(of Purusliottama Mishra). 

(Calcutta). 

San gi t a-nar ay an a 

(of King Narayana, eighteenth century) 

(Madras). 

Sangit a-nritya 

(of Sharngadeva Suri)* 

(Oudh cat.). 

Sangita-nrity ak ara 

(of Bharatacharya). 

(Oudh cat*). 

Sangita- pady avail 
(Mysore). 

Sangita-pushpanj all 

(of Veda, seventeenth century}. 

(Bikaner, Tanjore)* 

Sangit a-r aga-k al padr uma 

(of Krishnananda Vedavyasa)* 

(Poona). 

Sangit a-raglia va 

(of Ch i nabommabhupala). 

Tehigu script* 

(Tanjore). 

S angi ta-ragl m n an and a 

(of Vishvaratha Simha). 

(Adyar, Benares). 

Sanglta-raja 

(of Kumbharkarna, 1433-1468). 

(Cent. Prov. and Poona). 

San glta-ra j a- rat n ak osh a 
(Bikaner). 

Sangita ribna-kaul uka 
(Bikaner). 

Sangita rasa kammidT 

(Baroda, Calcutta). 

Sangit;i ratmlkma 
(of Vimiimku). 

(Bikaner) 


gi 
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Sangita-r at rt akar a 
(of Vitthala). 

(Poona). 

Sangi t a-ra t naka r a- vy akh y a-sc t uh 
(of Gangarama). 

(see: Hindi), 

Sangita-ratnamiala 

(of Mammata, 105^1150). 

( 0 ,C, Gangoly's bibliography), 

S angi t a-ratn avail 

(Baroda, Calcutta). 

Sangita-sagara 

(of Pratapa Simha, 1779-1804), 

(Jaipur ?} 

Sangita-sangraha 

(Calcutta). 

Sangit a-sangrah a~el tin t amani 

(of Appala-Acharya, nineteenth century), 

(Adyar}. 

Sangita-sara 

(of Harinayaka, c. 1500). 

(O.C. Gangoly's bibliography) . 

Sangita-sara 

(late eighteenth century), 

(Bikaner). 

Sangita-s araka lika 

(of Shuddha Svarnakara Mosha Deva), 

(Bikaner), 

S angita-s ar am rit a 

(of Tulajaraja, eighteenth century). 

(Tan j ore). 

Sangita-sarani 

(of poet Narayana, eighteenth century) 

(Madras). 

Sangit a-sara-sa ngra b a 

(of Sourindra Mohan Sharma, Raja Tagore, 1875). 
(Madras). 

Sangita-s ar a-san grail a 
(Anonymous). 

(Conjeevaram). 

Sang! t a-sar a-sangr ah a 

(of Jagajjyotirmalla, seventeenth century). 
(Nepal). 

S angita-saras vati - hrid ay al am k ara 

(of Nanya Deva, twelfth century). 

Same work as Bharata-bhashya. 

Sangita-sara vali 
(Benares), 

S an gi ta-saroddhar a 

(of Hari Bhatta, seventeenth century). 

(Bikaner). 

Sangi ta-saro cl dh ara 

(of Kikaraja, seventeenth century)* 

(Poona). 
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Sangita-saroddhara 

(Bikaner). 

Same work as Rama-kautuhala, 

Sangi ta-sharira 
(Bikaner) . 

Sangit a Shastra 
(Tanjore), 

Sangit a Shastr a-san k si icp a 

(of Govinda, eighteenth century). 

(Adyar). 

Sangit a-sid dh ant a 

(of Ramananda Tirtha). 

(Aufrecht’s cat.) 

Sangit a-shir oman i 

(Bikaner, Calcutta). 

Sangita-sudha 

(of Bhima Narendra). 

(Oudh) 

S augi t a-sudhakara 

(of Haripala Deva, 1309-1312). 

(Adyar, Madras, Tanjore). 

S angita-suryoday a 

(of Lakshmi Narayana, sixteenth century). 
(Madras). 

Sanglta Sutra 
(Bikaner). 

Sangit a-upadesha 
(Bikaner). 

Sangi ta-u panishad 

(of Sudhakalasa, 1323). 

(Bikaner). 

Sangi ta-upanishatsara 
(Sudhak alasa, 13 49). 

(Bikaner), 

San gita-var taman a 
(Bikaner), 

Sanglta-vidyabhidhana 

(Calcutta), 

Sangita-vinoda 

(of Rhava Bhatta, c. 1700). 

(Bikaner). 

Sangita-vi sh aya 
Telugu script. 

(Madras), 

Sangi t a- vr it t ara tn akara h 

(attributed to Pundarika Vitthala, c. 1590). 
(Tanjore)* 

Sanklrna-rOga 

(Bikaner ( Poona). 

Sank I i n a - nlga A a k s h a n a 
(Calculi a), 

SaptusViiru hiludmimiu 
(Trivtimli utn) 
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Sharngadhara-paddhati 

(of Shamgadhara, c. 1300-1350). 

(Bikaner). 

Shringara-hara 

(Bikaner). 

Shruti-bhaskara 

(of Bhima Deva). 

(Bikaner), 

Somesh vara-mat a 
(Calcutta). 

SubodhinI 

(of Ganesha Deva, seventeenth century), 
(Bikaner). 

Suladi 

(Tanjore). 

S var adhyaya-bhasha 
(Bikaner). 

Svara-prastara 

(Mysore). 

Svara-raga-sndharasa 

(Madras), 

Svaramava 

(of Somanary a). 

(Tanjore). 

S vara-samuch' ay a 
(QpperUs cat.). 

Incomplete. 

S vara-taladi-laksh an am 
(Trivandrum). 

Tala-adhyaya 
Telugu script 
(Madras). 

Tala-dasha-pr ana- dip! ka 
(Tanjore). 

Tala-dasha-prana-lakshanam 
Telugu script. 

(Madras). 

Tala-dipika 

(of Gupendra Tippa Bhupala, fifteenth century), 
(Madras, Tanjore). 

Taladakshanam 
(Anonymous) * 

(Madras). 

T ala-lakshanam 
(of Kohala). 

Telugu script, 

(India Office) (Madras). 

Tala-lakslianam 

(of Nandikeshvara), 

(Anandashram, Tanjore). 

T ala-prakaranam 
(Madras). 

Tala-prastara \ 

(Tanjore). 
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Tala-vidh ana 
(Madras). 

Same work as Oddisha Mahamantrodaya. 

Tala-vishaya 

Telugu script 
(Madras). 

Tana-nighantu 

(Tanjore}. 

Incomplete. 

Varna-laghu-vyakhyana 

(of Rama), 

(Madras). 

Vitthallyah 

(of Vitthala). 

(Tanjore). 

Incomplete. 

III. PERSIAN AND URDU MANUSCRIPTS 

Ukde-gusha 

(Benares) 

Persian. 

Nagmat-e-Asaphi 

(of Muhammad Rezza, 1813) 

(Benares) Persian. 

Raga-mala 

(of Saiyid “Abd-al Wali" Uzlat) 

1759 (Hindusthani). 

IV. HINDI MANUSCRIPTS 

Mana-kautuhala 

(of Raja Mana-simha Tomar, 1496-1518) 

(Baroda). 

Raga-mala 

(attributed to Tansen, 15 49 )- 
Raga-vichara 

(of Shrirama Malta) 

(Bikaner). 

SanS a HSndfversion of Damodara’s work by Harivallabha 
(Bikaner, British Museum, Mss. dated 1673). 

Setu , _ - 

a Hindi comm, on Sangita-ratnakara by Gangaram. 

(Benares, Tanjore). 

Bad dhiprakasha-darp ana 

(of Diwan Lachhiram, 1823). 

Raga-ratnakara 

(of Deo Kavi, 1673). 

Raga-kutuliala 

(of Kavi Krishna, 1781). 

Salie (coinptol by Maharija Sawai PratSpa Siraha Deva of Jaipur. 1779- 

I804)p 
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V. HINDI AND MARATHI WORKS, PUBLISHED 
Abhinava Glta^manjari 
(Hindi) 

By K. N. Ratanjankar (Bombay, 1045). 

Bharatiya Sangita 
(Marathi) 

by G. K. Mu lay (Bombay, 1941), 

Bharatiya Shruti-svara-raga Shastra 
(Hindi) 

by Pandit Firoze Framjee (Poona, 1935). 

Gitamalika 

(Hindi) 

(Bombay). 

Hindusthani Sangita-paddhati 
(Marathi and Hindi) 

by Pandit Vishnu Narayana Bhatkhande, 7 voL (Bombay, 1937). 
Kavya-pTabhakara 
(Hindi) 

by Bhanu Kavi (Jagannath Prasad) (1909). 

Nada Vmoda 
(Hindi) 

by Gossain Chunnilalji (1896). 

Pada Rato avail 
(Hindi) 

by Chhatra Nripati (Benares, 1854). 

Pari] at a-praveshika 
(Marathi) 

(Bombay). 

Pranava Bharati 

by Pandit Omkarnath Thakur (i960). 

Raga-chandrika Sara 
(Hindi) 

by Appa Tulsi (Bombay). 

Raga Kalpadruma 

(Hindi and Bengali versions) 
by Krishnananda Vyasa-deva (Calcutta, 1842). 

Raga-Lakshan a Gita-mahk a 
(Hindi) 

by Bandit Firoze Framjee (Poona). 

Raga Pravesha 
(Hindi) 

by Pandit Vishnu Digambar (Bombay, 1921). 

Raga Sumana-inalli 

(Hindi) M 

by Balabhau Umadekar (Gwalior). 

Raga-vibodha praveshika 
(Marathi) 

(Bombay). 

Sangita Darpana 

A Marathi version of the work of Damodar Mishra 
(Bombay, 1910}, 

Sangita Kala Prakaslia 

(Hindi). \ 

by Ramaknshnabua Vazc (Poona, 1941). 


Sangita KaumudI 
(Hindi) 

by Vikramaditya Sinha (Lucknow, 1945)> 

Sangifcanjali 

by Pandit Omkarnath Thakur (i960). 

Sangita Praveshika 

(Hindi and English) 
by Shivendra Nath Basu. 

Benares Hindu University. 

Sangita Samuclraya 
(Hindi) 

by Shivendra Nath Basu (Benares, 1942). 

Sangita Shiksha 
(Hindi) 

by K. N. Ratanjankar. 3 vol. (Lucknow, 1938), 

Sugama Raga-mala 
(Hindi) 

(Bombay). 

Tana Sangraha 
(Hindi) 

by K. N. Ratanjankar 2 voh (Bombay, 1946). 

VI. BENGALI WORKS, PUBLISHED 

Amiya Nath Sanyal 

Prachin Rharater Sangita Chinta 
(Calcutta, 1946), 

Brajendra Kishore Roy Chondhury 

A series of articles in the Sangita Vijoana Praveshika 

(1929-1934)- 

Hindusthani Sangite Tansener Sthan 
(Gauripnr, Mayanmansingh, 1939)* 

O.C. Gangoly 

Rag Raginlr nama rahasya 

(a series of articles in Sangita Vijnana Praveshika, 1941). 
Kadha Mohan Sen 
Sangita Taranga 
(1819). 

Swami Praj nanananda 
Raga o Rupa 
(2 vols, Calcutta). 

Sangita o Samskriti 
(2 vols, Calcutta). 

Dhrupada mala 

(with notations, Calcutta). 

VII. URDU AND PERSIAN WORKS, PUBLISHED 

Mur fat id NughmSt (in Urdu) 
by NuWan Ali KhUn 

(f jickiiiiw, i 1910) (reprinted Hathras, 1952) 

Tub Cat id Hind (in Persian) 

by Minwi Jan Chapter on music). 
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VIII. TELUGU WORKS, PUBLISHED 

Basava Pur an a 

(of Palkuriki Somanatha Kavi, thirteenth-fourteenth century) 

(Andhra grantha mala, Madras, 1926}. 

Contains a chapter on music, 

Shri-Mal lik arj una Pan ditar adhyacharitr a 

(of Palkuriki Somanatha Kavi, thirteenth-fourteenth century) 

(Andhra grantha mala, Madras, 1939). 

Contains a chapter on music. 

Sangita-sara Sangrahamu 
(Anon., c. 1800) 

(Music Academy, Madras, 1940). 

IX. GUJARATI WORKS, PUBLISHED 

Music During the Reign of the Sultans of Gujarat 
by Muhammad Umar Kokil 

(Quarterly journal of Forbes Gujarati Sabha, Bombay, 1938}. 

X. ENGLISH AND FRENCH WORKS 

Atya Begum Fyzee Rahamin 
The Music of India 
(London, 1926), 

Bandopadhyaya (S.) 

The Music of India 
(Bombay, 1945)- 
The Origin of Raga 
(Delhi, 1946). 

Batra (R. L.) 

Science and Art of Indian Music 
(Lahore, 1945). 

Bhatkhande (Pt. V. N.) 

A Short Historical Survey of the Music of Upper India 
(Bombay, 1917; reprinted 1934). 

A Comparative Study of some of the Leading Music Systems of the 
fifteenth, sixteenth, seventeenth and eighteenth centuries. 

(Lucknow 1930-1931 in Sangeeta; Bombay, 1940). 

Chatterji (Bani) 

Applied Music 
(Calcutta, 1948). 

Clements (E.) 

Introduction to the Study of Indian Music 
(London, 1913). 

Ragas of Tan] ore 
(Lectures on Indian Music) 

(Poona). 

Danidlou (Alain) 

Introduction to the Study of Musical Scales 
(India Society, London, 1943). 

(Taken over by David Marlowe Ltd., London, 1946). 

Traits de Musicologie Compare 
(Hermann, Paris, 1959). 

V 


Le Gitalamkara, 

the original work of Bharat a, Sanskrit text, French translation, 
(Institut Fran£ais dlndologie, 1959). 

Textes des Puranas sur la Musique 
Sanskrit text with French translation, 

(Institut Fran^ais dTndologie, 1959). 

Les Traditions Musicales—Inde du Nord 
Buchet/Chastel, Paris, 1965) 

Musikgeschiclite in Bildern—Indien 
(Leipzig, 1967). 

Deval (K. V.) 

Theory of Indian Music as expounded by Somanatha 
(Poona, 1916). 

The Ragas of Hindustan, 3 vol. 
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(Bombay, 1933), 
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DISCOGRAPHY 

GERMANY 

Unesco Collection: A musical Anthology of the Orient, Edited under the 
direction of Alain Dani^lou. Commentary in French, English, German. 
Barenreiter Musicaplion, Kassel. 

India I (Vedic chant): BM 30 L 2006, 30 cm. 33 
Recordings and notes by Alain Dani£lou + 

India III (Dhnipad): BM 30 L2018. 

Raga Asavari 
Raga Bhairavl 

ENGLAND 

Music of India: Ragas and Talas HMV ALP 1665. 30 cm, 33 (Instru¬ 
mental) 

4 items: Rupaka tala (tabla solo), Raga Madhukosha, Raga Odiya, 
Dhun (piece in lighter style). Played by Ravi Shankar (sitar), Alta 
Rakha (tabla) and a tanpura, Rec + issued 1959* Notes. 

Music of India ALP 1893. 30 cm. 33 (also issued in stereo, on A SI) 463) 
(Instrumental) 

3 items: Raga Hamsadhvani, Dhun Kafi, Raga Ramakali. Played by 
Ravi Shankar (sitar) K. Dutt (tabla), N, Mullick (tanpura). Issued 
1962, Notes. 

Music of India HMV ALPC 7, 30 cm. 33. (Also issued in USA on Angel 
3548) (Instrumental) 

3 Ragas: Joga, Ahir-Bhairava, Simhendra-Madhyaman. Played by Ravi 
Shankar (sitar), Chatur Lai (tabla), Prodyot Sen (tanpura). 3 photo¬ 
graphs, notes by Ravi Shankar and Prodyot Sen. 

India s Master Musician Vogue VA 160156 30 cm, 33. (Instrumental) 

5 items performed by Ravi Shankar (sitar), Chatur Lai (tabla), and 
Nodu C, Mullick (tanpura): Kafi (Hori), Dhun, Mishra Pilu in Thiimrl 
style, Raga Dhanashri, Raga Charukeshl. 

Morning and Evening Ragas HMV ALPC 2, 30 cm. 33. (Instrumental) 
2 items: Raga Pilu, Raga Sind Bhairavi. Played by Ali Akbar Khan 
(sarod), Chatur Lai (tabla), accomp. by Shinsh Gor (tanpura). Spoken 
introduction by Yehudi Menuhin. Issued 1956. Introductory note by 
Yehudi Menuhin. (Also issued in France on HMV FALP 472 
Musique de VJndc, 30 cm, 33, and in USA on Angel 35283 
Morning and Evening Ragas, 30 cm. 33.) 

FRANCE 

Anthologic de la Musique Classique de rhide. Ducretet-Thomson, Paris 
320 C oqb 7 8. Three records 30 cm. 33. 

32 ileum, vocal mid insimrnental. Recordings and notes by Alain 
DuuiiHim (17 ptigrs), introduction by Serge Moreux (14 pages), photo¬ 
graph,* by Raymond Marnier. Issued 1955 (In England: DTL 93111-3-3, 
Re tanned Pitt hr Mummi, I htris, 1962.} 
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USA 

The sounds of India Colum bia WL 11 g, 30 cm. 33. (In strumen tal). 

4 Ragas played by Ravi Shankar (sitar}, Chatur Lai (tabla), Nodu 
Muliick (tanpura), Spoken introduction by Ravi Shankar. Issued 
1958. Notes (with musical transcriptions) by Alan Hovhaness. 

Indian Music World Pacific WP 1248, 30 cm, 33. (Instrumental). 
Performers: Ravi Shankar (sitar), Cliatur Lai (tabla), Nodu Muliick 
(tanpura). Issued 1958. 

The Ragas of India Folkways FI 8368, 30 cm. 33. (Vocal) 

Sung by Dr. R. R. Deodhar accomp, by tabla and tanpura. Issued 1962, 
Notes by Dr. B. R. Deodhar. 4 items: Raga Yam an, Raga Miyan 
Mallar, Raga Desha, Raga Jayajavantl, 

Religious Music of India , Ethnic Folkways FE4431. Recorded with notes 
by Alain Danielou. 

Indian Folk Music, Columbia World Library of Folk and Primitive 
Music, VoL XIII, SL215. Recorded and Edited with notes by Alain 
Danielou. 

INDIA 

I, Instrumental Music 

Abdul Halim Jafar Khan (sitar) 

Columbia 33 ESX 4253, 33 cm. 33 
Raga Marava 
Raga Pahadi 

AH Akbar Khan (sarod) 

1. HMV EALP 1255, 33 cm. 33 

Raga TodI 
Raga Lajvanti 

2. HMV EALP 1290 

Raga Miyan kt TodI 
Raga Zilha Kail 

3. HMV 1281 

Raga Pahadi-J Hi n j oti 
Mishra Shriranjani 

4. HMV 7 EPE 1243 

Raga Alhaiya Bl Laval 
Raga Desha 

5. HMV EALP 1268 

Raga Chandranandan 
Raga Bhairavi 

6. HMV EALP 1274 

Raga Rarndasi Mallar 

7. HMV EALP 1286 

Raga Prabhatkali 

8. Odeon PMAE 502 

Raga Y am an Kalyana 

See also Ravi Shankar, 7 and 8, 

A lid Rakhd (tabid) 

HMV 7 EPE 1252 
Rupaka Tala and Tin tala 
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Amir Hussain Khan (tabid) and Madhavrao Alkutkar (pakkdvaj) 

HMV 7 EPE 1216, 17 cm, 45.^ 

Ekatala, Chant ala, Tritala, Aditala 

BismaUak Khan (shahnai) 
x. The Magic Shahnai of BismiUah Khan 

HMV EALP 1262, 30 cm. 33, Notes. Issued 1961. Accomp. by a 
second shahnai. 

Raga Puri y a Dhanashri 

2. HMV EALP 1254, 30 cm. 33. 

Raga TodI 

Raga Mishra (Thumrl) 

3. HMV 7 EPE 1214, 17 cm. 45. 

Raga Bilaval 
Raga Chandrakosha 

4. HMV 7 EPE 1203, 17 cm. 45. 

Raga Vasanta 
Raga Sur Mallar 

5. HMV 7 EPE 1255, 17 cm. 45, 

Raga Desha (Dhun) 

Horl 

6 . HMV EALP 1253 

Raga Malakosha 
Raga Desha 

7. HMV EALP 1271 

Raga Bageshri 
Raga Sohini 

8. HMV EALP 1285 

Raga Bhairavl 
Raga Multan! 

9. HMV EALP 1270 

Raga Lalita 

Raga Madhvamadi Saranga 

10, HMV 7 EPE 1248 

Raga Malakosha 

11. Odeon PMAE 503 

Raga Kedara 

Choudhury t Devabrata (sitar) 

HMV 7 EPE 1853 
Raga Desha 

6 "angi tly , $hydm (sa rod) 

HMV 7 EPE ion 
kaga Ahir Bbalrava 
ksigsi Desha 

Moitm, RudhiM Mahan (sarod) 

HMV EC I E 230 r 

liitnidm liim to the Music of India 
Ithn.ii iivl 
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Pannalal Ghosh (flute) 

1. HMV EALP 1252, 30 cm. 33- 

Raga Yartian 
Raga Sbri 

2. HMV 7 EPE 1240, 17 cm. 45. 

Raga Shuddha Bhairavi 
Raga Saranga 

3- HMV 7 EPE 1226, 17 cm, 45. 

Raga Marava 

4* HMV EBLR 1752, 30 cm, 33. 

Raga Chandramauli 
Raga Vasanta 

Parvatikar, Dattaireya (mnd) 

HMV ECLP 2301 
Raga Bhairava 
Raga PilO Pahari 

Ramnarain (sarod) 

HMV 7 EPE 1251 
Raga Bhairavi 
Raga joga 

Ravi Shankar ( sitdr ) 

1. HMV EALP 1261, 30 cm. 33. Issued 1961 

Raga Deshi 

Raga Suddha Saranga 

Raga Yaman 

2. HMV EALP 1276, 30 cm. 33. 

Raga Madhuvanti 
Mislira Maud 

3. HMV ALP 1895 

Raga Hansadhvani 
Raga Ram ak all 

4. HMV EALP 1273 

Raga Hem a Bihaga 
Mislira Maud 

5. HMV EALP 1283 

Raga Puriya Dhanashri 
Raga KafT 

6. Gdeon PMAE 502 

Raga Jhinjoti 

7. Music of India, HMV EALP 1251, 30 cm. 33. 

Raga Palas Kafr 
Raga Vilasakham Todi 

Played by Ravi Shankar (sitar) and Ali Akbar Khan (sarod) 

S. HMV 7 EPE 57, 17 cm, 45. 

Raga Todi 
Raga Khammaja 

Played by Ravi Shankar (sitar), Ali Akbar Khan (sarod), and K. L. 
Dutl (tabla) 


V 


401 


Roy f Ralyani (sitdr) 

HMV 7 EPE 1015 
Brindabani Saranga 
Simhendra Madhyaman 

Sharan Rani (sarod) 

HMV ECLP 2283, 33 cm. 33, Issued 1963, Accomp. Chatur Lai 
(tabla) 

Raga Darbari-Kanada 
Raga Nat-Bhaixava 

Vilayat Khan (sitdr) 

1. The Genius of Vilayat Khan, HMV EALP 1266, 30 cm. 33. 

Raga Ahir Bhairava 
Raga Khammaja 

2. HMV ALP 1946 

Raga Miyan ki Mallar 
Raga Mlyan ki Todi 
Raga Pilu 

3. HMV ALP 1988 

Raga Suha-Sughrai 
Raga Pilu (Thumri) 

Other records of instrumental Music: 

HMV 7 EPE 1003-1004, 1201, 1204, 1209, 1211-1212, 1219-1220, 
1223, 1228, 1231, 1237-1238, 1602, 1605, 1608 

II Vocal Music 
Abdul Karim Khan 

Columbia 33 ECX 3251, 33 cm. 33. 

Thumri and Khyal: Bilaval, Tilang, Vasanta, Shuddha Pilu, Sarpada, 
Gara, Malakosha, Bhairavi. 

Amir Khan 

HMV EALP 1253, 30 cm. 33. 

Raga Marava 
Raga Darbari-Kanada 

Bade Ghulam Ali Khan 

1. HMV EALP 1258, 30 cm, 33. 

Raga Gunakall 
Raga Malakosha 

2. HMV EALP 1256, 30 cm. 33- Issued 1961. 

Raga Darbari-Kanada 
Raga Kashi-Dhani 

3. HMV 7 KPE 1252 

Raga Gurjari Todi 
Raga Kamoda 

4. HMV EALP 1751 

Thumri 

[angift Bhairavi 

5. HMV 7 EPE 1256 

Psilmrl 
I Immit 
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6, HMV EALP 1265 

Raga Darbari Kanada 
Bkimsen Joshi 

1. HMV ECLP 2264, 30 cm. 33. 

Raga Lalita 

Raga Shuddha Kalyana 

2. HMV ECLP 2253, 30 cm- 33. 

Raga Miyfm Mallar 
Raga Purva Kalyana 

3. HMV 7 EPE 1246 

Raga Miyan ki Tod! 

Raga Yogi ya 

4. HMV EALP 1280 

Raga Miyan ki TodI 
Raga Dhanashri 

Rahimuddin Khan Dagar 

1. Dhrupad HMV 7 EPE 1206, 17 cm, 45. 

Raga Todi 
Raga Mallar 

2. Dhamar HMV 7 EPE 1218, 17 cm. 45. 

Raga Bihaga 
Raga Kedara 

Gangu Bai Hangal 

HMV 7 EPE 1239, x 7 cm - 45 * 

Raga Devagiri 
Raga JayajavantI 

Hira Bai Barodekar 

HMV 7 EPE 1205, r 7 cm. 45. 

Raga Bhairavl 
Raga Shyama Kalyana 

Kesar Bai Kerkar 

1, HMV 7 EPE 1., 17 cm. 45. 

Raga Todi (Thnmri) 

Raga JayajavantI (Hon) 

2. HMV 7 ERE i., 17 cm. 45. 

Ruga JayajavantI (Khyal} 

Raga Khammaja (Hori) 

Raga Todi (Khyal) 

Raga Bhairavl (Thnmri) 

Kumar , Gandharva 
HMV ECLP 2301 
Raga Sanjan 
Raga Bageshri 

Nazakat AH and Salamat Alt 
i, HMV EALP 1264, 30 cm., 33. Issued 1961. 
Raga Madhuvanti 
Raga Purvi 




2, HMV EALP 

Rdgu Ahhotli Knimdfl 

Raga Ganrl 

Niaz Ahmed Khan ami Fayytiz Ahmed Khan 
HMV ECLP 2282 
Raga Yaman 
Raga Bairagi Bhairava 

Nirmala Devi 

HMV 7 EPE 1250 
Thnmri 

Pandit Qmkarnath Thakur 

1. Colombia 33 EC 3751, 25 cm. 33. With Notes. Issued 1961. 

Raga Devagiri Bilaval 
Raga Bh air a vi 

2. Columbia 33 EX 3252 

Raga DeshI Todi 
Raga Malakosha 

Pandit Qmkarnath Thakur , Siddeshwari Devi , Hira Bai Barodekar 
Columbia SEDE 3302, 3304, 3306, 3308. 

4 records, 17 cm. 45. 

Raj guru, Basvaraj 

HMV 7 EPE 1251 
Raga Ch a ndani-Kedara 
Raga Saliana-Kanada 

Rasulan Bai 

Columbia SEDE 3301, 17 cm. 45. 

Purvi 

Roshan Ara Begum 

t, HMV 1530, 30 cm. 33. With Notes. Issued 1962. 

Raga Shuddha Kalyana 
Raga Shankara 

2. HMV CLP 1514 

Raga Vasanta 
Raga Kedara 

3. HMV CLP 1530 

Raga Shuddha Kalyana 
Raga Shankara 

Other records of vocal music 

HMV roo1-1002, 1202, 1207 ? 1210, 1213, 1215, 1217, 1222 , 1224 *5*25, 
1229-1230, 1232, 1234, 1236, 1242, 1245 















